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Thesis Abstract 
The thesis examines eight twelfth-century English manuscripts with inhabited initials 
occupied by human heads. Such initials, also filled with foliage, struggling humans and 
animals, are a pronounced feature of English Romanesque manuscript illumination. 
Appearing after the Norman Conquest in manuscripts produced for ecclesiastical 
communities as part of the Anglo-Norman emphasis on theological reading, inhabited 
initials with human heads are the work of monastic and professional artists. An image 
encountered by a monk or a canon while engaged in meditative reading known as the 
lectio divina, the head assumes many delightful, evocative and inventive forms in 
order to attract the attention of the ruminating reader. The thesis analyses the 
application of a human head to an initial and sets initials into a framework of monastic 
reading in order to suggest ways in which audiences might have read these letters. 
Exploring the interaction between human heads and their surrounding texts, the thesis 
examines how inhabited initials function within selected twelfth-century English 
manuscripts. While some initials have been designed by the artist to hold specific 
meaning in relation to the text, others allow the reader to invest them with his own 
meaning. By creating a dialogue with the text that complements the reading process, 
the human heads in twelfth-century English initials may be regarded as text markers. 
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Introduction 
Amongst the encircling foliage ofthe letter A to the book of Daniel in the mid 
twelfth-century Auct Bible, a man in an orange tunic, armed with an axe and a spear, 
marches into the centre of the letter (Fig. 131). Above him two beasts, one winged 
and the other a quadruped, grapple with one another while a human face hangs in a 
leaf above the hunting man. Below these images of struggle and chase, a blue-bearded 
head peers from an elaborate foliate flourish into the text. Inhabited initials, like this 
one having human figures and human heads hidden among the foliage, are common 
features of English manuscripts produced from ca. 1060 to 1200. The virtuosity of 
English artists in producing these initials was noted by Otto Pacht who argued that 
England was the leading centre for manuscript illumination from ca.1120 onwards, 
having assumed this role from France, the leader in manuscript illumination for the 
eleventh and early twelfth centuries. 1 
The foliage scroll provided the physical setting and framework for such initials. In his 
study of medieval book illumination, Pacht considered the inhabited vine scroll an 
important development in initial decoration since it allowed for an integration of 
ornament and pictorial subject matter.2 He traced the inhabited scroll motif to classical 
vine scrolls, arguing that Antique scrolls were borrowed for use in initial letters and 
border patterns in the late tenth and early eleventh century. Early examples of vine 
scroll initials, like those in the Junius Psalter of ca. 925-50, are twists of acanthus 
foliage loosely resembling letters and filled with biting birds, human heads and beast 
masks (Fig. 165).3 Unlike Norman initials, Anglo-Saxon initials do not contain full-
length human figures until the time of the Norman Conquest. 
1 O. Plicht, Book Illumination in the Middle Ages, Oxford, 1986, p. 92. 
2 Plicht, Book Illumination, pp. 80-84. 
3See also two additional initials in the Junius Psalter (Oxford, Bodleian Library, MS Junius 27, fols. 
20 & 121v), illustrated in F. Wormald, 'Decorated Initials in English Manuscripts from A.D. 900 to 
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The first English initial with foliage inhabited by a human figure has been the source 
of scholarly debate since it introduces an important trend in English Romanesque 
manuscript illumination.4 In the Beatus initial of a Psalter probably from New Minster, 
Winchester (London, British Library, MS Arundel 60), a man wearing a peaked cap 
and a short tunic clutches the foliage of the upper bowl while King David is seated in 
the lower bowl holding a harp.5 Francis Wormald dated the 'Arundel Psalter' to about 
1060 and cited it as evidence that English experiments with inhabited scrolls spanned 
the period of the Conquest. 6 C.R Dodwell has since argued that the Beatus initial was 
an addition made after the Conquest along with several pages written in an Anglo-
Norman script. 7 In the facsimile of the New Minster and Hyde Abbey Liber Vitae 
published in 1996, Simon Keynes proposed a production date of 1073 for the Psalter. 8 
One reason for the interest in the' Arundel Psalter' and its date is the figure in the 
foliage above David, the first human figure to inhabit an English initial. 9 The initial, 
however, is properly classified as historiated due to the presence of David playing his 
harp in the lower bowl. Some of the first truly inhabited initials in an English 
manuscript may occur in a copy ofPriscian's Grammaticae from St. Augustine's 
Abbey, Canterbury. 10 The initials of this manuscript have been dated to ca. 1 070-11 00 
and contain human figures entangled in lightly washed foliage (Fig. 31).11 Executed in 
1100', Archaeologia, 91,1945, pp. 117-18, pis. IV c & d, and Cambridge, Trinity College, MS 
B.II.2, foL 4 (Fig. 166). 
4 Jonathan Alexander notes the appearance of human figures in inhabited initials of Mont St. Michel 
manuscripts, ca. 1040-70 (Figs. 167 & 168). Norman Illumination at ~Mont St Michel 966-1100, 
Oxford, 1970, p. 71. 
5 Fol. 13; Wormald, 'Decorated Initials', pI. I c. 
6 Wormald, 'Decorated Initials', pp. 129-3l. 
7 C.R. DodweII, The Canterbury School of Illumination 1066-1200, Cambridge, 1954, pp. 10-11 and 
118-19. 
8 Keynes notes that a red cross, probably original, is next to the year 1073 in the Easter tables at the 
front of the manuscript. The Liber Vitae afthe New Niinster and Hyde Abbey Winchester, ed. S. 
Keynes, Early English Manuscripts in Facsimile, vol. 26, Copenhagen, 1996, p. 115, n. 47. 
9 In English Romanesque Art 1066-1200, ed. G. Zarnecki et aI., Hayward Gallery exhibition 
catalogue, London, 1984, cat. no. 7, C. M. Kauffmann notes the Romanesque character of the late 
eleventh-century Crucifixion on folio 52v without mentioning its inhabited initials. 
10 Cambridge, Trinity College, MS 0.2.51; C.M. Kauffmann, Romanesque Manuscripts 1066-1l90, 
A Survey of Manuscripts Illuminated in the British Isles, ed. J.J.G. Alexander, vol. 3, London, 1975, 
cat. no. 8, figs. 13-16. 
11 There are several other candidates for the first English Romanesque inhabited initial. However, 
few manuscripts in this period can be dated precisely. Anglo-Saxon and Norman styles existed side-
by-side, complicating the determination of whether a manuscript is English. For instance, Durham, 
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a lively Anglo-Saxon style, the figures in these initials fight beasts, clutch foliage and 
clamber among the letter shapes. From this point onwards, English artists 
experimented with increasingly elaborate human and animal figures in their initials, 
sometimes creating combinations of figures that evoke specific scenes and emotions. 
Inhabited initials like the Daniel initial of the Auct Bible are considered an English 
phenomenon that, in C. M. Kauffmann's assessment, evokes "the lively tradition of 
decoration which had, for close on half a millennium, been a characteristic ofInsular 
art" . 12 That such initials frequently contain human heads is another feature linking 
them to Insular manuscripts where heads can be found in the decoration of carpet 
pages and text initials. 13 A significant change in twelfth-century manuscripts is the 
widespread appearance of painted initials. Initials are used far less in Anglo-Saxon 
manuscripts, and when they do occur, the letter often is enlarged and ornamental, 
enclosed in a foliate frame and lacking human figures. 14 The Romanesque initial, by 
contrast, is smaller, more widely used and inserted directly into the text without a 
frame. The twelfth-century English proclivity for the initial as the favoured type of 
book decoration may have been influenced by contemporary Norman manuscripts 
where initials with entangled figures, winged beasts and stiff, veined acanthus leaves 
are prevalent. 15 English manuscripts, however, demonstrate great imagination and 
Dean and Chapter Library, MS B.H.l3 and Cambridge, Trinity College, MS B.3.14, are decorated by 
Norman artists. In both cases, it is unclear whether they were imported from Normandy or produced 
in England by Norman artists. For these two manuscripts, see Dodwell, Canterbury School, pp. 19-
20, fig. 9f and M. Gullick, 'The Scribe of the CarilefBible', Medieval Book Production: Assessing 
the Evidence, ed. L. L. Brownrigg, Los Altos Hills (CA), 1990, pp. 68-69. 
12 C. M. Kauffmann, 'The Bury Bible', Journal of the Warburg and Courtauld institutes, 29, 1966, 
p.80. 
13See, for example, the heads found in carpet pages and of the Lindisfarne Gospels and the Book of 
Kells. London, British Library, MS Cotton Nero D.IV, fol. 211 and Dublin, Trinity College, MS 
A.I.6, fol. 34; J. J.G. Alexander, insular Manuscripts: Sixth to Ninth Century, A Survey of 
Manuscripts Illuminated in the British Isles, ed. U.G. Alexander, vol. 1, London, 1978, cat. nos. 9 
and 52, figs. 45 & 244. 
14 Framed initials occur frequently on the Incipit pages of Anglo-Saxon Gospel books. See 
Cambridge, Pembroke College, MS 301, fols. 11, 71 & 109; London, British Library, MS Harley 76, 
fol. 45; New York, Pierpont Morgan Library, MS M.709, fols. 3,49,78 & 123. These initials are 
illustrated in T.H. Ohlgren, Anglo-Saxon Textual Illustration: Photographs of Sixteen Manuscripts 
with descriptions and index, Kalamazoo (MI), 1992, pIs. 9.17, 9.21, 9.23,10.15,11.4,11.6,11.8 & 
11.10. 
15Compare Rouen, Bibliotheque Municipale, MS 32, fol. 3v and Rouen, Bibliotheque Municipale, 
MS 1404, fol. 41v; Dodwell, Canterbury School, pIs. 8b & c. 
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delight in the use of human figures and heads. A combination of factors is responsible 
for the English interest in initials with human forms. 
"Massive copying" and manuscript decoration began in England in the second decade 
of the twelfth century, in a period of economic stability and the rapid growth of 
ecclesiastical communities. 16 The establishment of comprehensive monastic and 
cathedral libraries was part of the Benedictine reforms encouraged by Anglo-Norman 
bishops and abbots after the Conquest, spurring manuscript production. In his survey 
of twelfth-century English scriptoria, among them those at Durham Cathedral and the 
Abbey of Bury St. Edmunds, Rodney Thomson outlined the dramatic growth of 
English libraries and scriptoria in the twelfth century, particularly from 1120 to 1150. 
This is the exact period in which Pacht and Kauffmann have noted England's 
dominance in the field of initial decoration. One of the most dramatic shifts from 
Anglo-Saxon to Anglo-Norman book production involves the types of manuscripts 
copied. The largest group of manuscripts produced in twelfth-century England was 
biblical commentaries and theological works written by the Latin Fathers and copied 
from Norman exemplars containing decorated initial letters. By comparison, patristic 
texts do not appear to have been as actively copied or collected in eleventh-century 
England. 17 
The decoration of these manuscripts required significant resources and the labour of 
monastic and professional artists. While the twelfth century is often considered the 
last period dominated by monastic artists and scriptoria, there is ample evidence that 
16 R. M. Thomson, 'The Norman Conquest and English Libraries', Bibliologia 3-4: The Role of the 
Book in1vIedieval Culture, ed. P. Ganz, Turnhout, 1986, vol. 2, p. 37. For a recent discussion of the 
manuscripts produced in England from ca. 1066 to 1130, see R. Gameson, The Manuscripts of Ear~y 
Norman England (c. 1066-1130), Oxford, 1999, pp. 1-41. 
17 Patristic texts were not unknown in eleventh-century England, but they appear in far fewer 
numbers and in less comprehensive libraries. See M. Lapidge, 'Surviving booklists from Anglo-
Saxon England', Learning and Literature in Anglo-Saxon England: Studies presented to Peter 
Clemoes on the occasion ofhis sixty-fifth birthday, eds. M. Lapidge & H. Gneuss, Cambridge, 1985, 
pp. 33-89. Also T. Webber, 'The Patristic Content of English Book Collections in the Eleventh 
Century: Towards a Continental Perspective', Of the Making of Books: Medieval Manuscripts, their 
Scribes and Readers. Essays presented to 1viB. Parkes, eds. P.R. Robinson & R. Zim, Aldershot 
(Rants.), 1997, pp. 191-205. 
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itinerant scribes and artists were working in twelfth-century England. The work of the 
Alexis Master for St. Albans Abbey, Master Hugo for the Abbey of Bury St. 
Edmunds and a team of travelling artists for communities in Winchester and Sigena, 
Spain indicates that ecclesiastical patrons occasionally hired professional scribes and 
artists to collaborate with their scriptoria in the production of manuscripts. 18 A period 
of transition from the monastic scribe and artist to the professional lay artist, the 
twelfth century is a time in which many combinations of cloistered and professional 
artists are possible. Artist and reader could be the same individual in the twelfth 
century, raising questions about how manuscripts were read and whether their 
decoration can be related to their function. 19 
In the twelfth century, manuscripts were used in a type of monastic reading known as 
the lectio divina. A process of slow reading and memorisation that ended in deep 
meditation, the lectio divina was a fundamental part of the daily life of ecclesiastical 
communities. 20 In the liturgy, in the refectory and in the cloister, monks and canons 
were confronted with texts read aloud and read privately. In ruminating or chewing 
on the significance of individual words, English ecclesiastics were lead to contemplate 
Scripture and its meaning. In such a setting, the decoration of a manuscript assumes 
significance since it is encountered in the process of study and meditation. An 
audience attuned to symbolism and to nuances of meaning in their texts might also 
have subjected the ornament of a manuscript to some degree of scrutiny. 
18 The Alexis Master's work in St. Albans Abbey and related manuscripts has been described most 
recently by K. E. Haney, 'The St. Albans Psalter: a reconsideration', Journal of the Warburg and 
Courtauld Institutes, 58, 1995, pp. 1-28; her footnotes refer to other major scholarship on the Alexis 
Master. The range of work undertaken by Master Hugo for Bury St. Edmunds Abbey is discussed in 
E.C. Parker, 'Master Hugo as Sculptor', Gesta, 20/1, 1981, pp. 99-109. The second team of artists 
working on the Winchester Bible was analysed by Walter Oakeshott in two books, Sigena: 
Romanesque Paintings in Spain and the Winchester Bible Artists, London, 1972 and The Two 
Winchester Bibles, Oxford, 1981. A review of the first book by Alan Borg examines the ramifications 
of Oakeshott's conclusions and invites further consideration of the artists' work, Burlington 
Magazine, 116, 1974, p. 49. 
19 J.J.G. Alexander, The Decorated Letter, New York, 1978, pp. 7 and 18. 
20 For the role of the lectio divina in monastic life, see J. Leclerq, The Love of Learning and the 
Desire for God, tr. C. Misrahi, London, 1978. 
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In light of the time and energy devoted to the study of texts, one might wonder 
whether inhabited initials held meaning for their audiences. An explanatory note in one 
eleventh-century manuscript makes a clear connection between inhabited foliage in the 
margin and the adjacent text. In the margin beside Psalm 79: 12-17 in the Bury St. 
Edmunds Psalter of ca. 1032, there is a vine scroll occupied by an ink-outlined boar.21 
The relationship between the boar caught in the vines and the text of Psalm 79:14, 
"the boar out of the wood hath laid it waste", is made explicit by a note written above 
the foliage, 'exterminans vine am tytum significat depredantem judaeam '.22 One of 
only a few notes accompanying the forty-six pages with marginal drawings in this 
manuscript, it may have been required to explain the purpose of the inhabited foliage, 
a motif which was common in the decoration of Anglo-Saxon manuscripts and 
sculpture. It is an early and suggestive demonstration of how the decoration of a 
manuscript could be linked to the text and read meaningfully by the reader. 
Given the significance assigned to twelfth-century English initials in the history of 
manuscript illumination, it is notable that scholarship devoted specifically to them is 
lacking. There is no study dedicated to these initials, their production or their use of 
human imagery, especially human heads. There is need for an examination of English 
inhabited initials which takes into account the selection and the siting of human heads 
in an initial as well as the ways in which they could be read by an ecclesiastical 
audience. This thesis will re-examine the incidence of initials inhabited by human 
heads as something peculiarly English and responsive to the reading habits and 
21Vatican, Biblioteca Apostolica, Reg. lat 12, fol. 88v; Ohlgren, Anglo-Saxon Textual Illustration, 
cat. no. 3, pI. 3.34. The exact date of the Psalter is unknown, but as William Noel has noted, it 
cannot be before 1032 due to the dedication of the Church of St. Edmund, which appears in an 
original hand, in the Calendar. W. Noel, 'The Lost Canterbury Prototype of the Eleventh-Century 
Bury St Edmunds Psalter', Bury St Edmunds: Medieval Art, Architecture, Archaeology and 
Economy, British Archaeological Association Conference Transactions, 20, 1998, pp. 161 and 170, 
n.2. 
22 The precise meaning of this note is confused by the presence of the word 'tytum', which may be a 
mistake for 'typum', image. Tytum could also be a variation of Titum or Titus, the son of Vespasian. 
In his commentary on Psalm 79: 14, Cassiodorus writes that "the singular wild beast denotes Titus, 
son of Vespasian, who conducted the closing stages of the war with such grinding ravaging that he 
destroyed nation and city". Cassiodorus, Expositio Psalmorum, Corpus Christianorum Series Latina 
(henceforth: CCSL), vol. 98, Turnhout, 1958, p. 745. 
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practices of the scriptoria of particular communities. It claims that the human head is a 
conspicuous and potentially meaningful part of the decorative vocabulary of twelfth-
century English initials. A recognisable form capable of sustaining variation and 
mutation, the human head frequently engages the interest of the reader and could be 
made to carry specific meaning in relation to the text. 
7 
Chapter One: Ways of Reading Inhabited Initials 
Just as medieval readers had many ways of reading and using texts, so modern art 
historians have worked with and examined initials in multifarious ways. Initials are 
often described and illustrated in monographs on superb illuminated manuscripts or in 
studies of related groups of manuscripts. In some respects, developments in English 
Romanesque initial decoration build upon the experiments of preceding centuries. One 
of the most noted features of twelfth-century initials, their use offoliage inhabited by 
humans, animals and heads, is not specific to this century. Furthermore, the decorative 
motifs found in twelfth-century initials also occur in contemporary metalwork and 
sculpture. 1 These qualities may have dissuaded scholars from analysing the 
development and use of motifs in inhabited initials. What is stressed instead in 
scholarship on these initials is their usefulness as diagnostic elements and their 
pictorial content. 
Perhaps the most pronounced feature of the scholarly treatment of initials is their 
separation into groups of historiated or decorated initials. This division concentrates 
emphasis on the relationship, or the lack of relationship, between the imagery in an 
initial and its textual setting. This categorisation invites the question whether twelfth-
century readers might have read meaning into inhabited initials with human subjects, a 
group of initials that falls between the historiated and decorated groups. This 
introductory chapter looks at scholarship on Romanesque initials: its focus on 
questions of style and pictorial content, the manner in which selected inhabited initials 
1 See A. Borg, 'The Gloucester Candlestick', Afedieval Art and Architecture at Gloucester and 
Tewkesbury, British Archaeological Association Conference Transactions, 7, 1985, pp. 84-92 and G. 
Zarnecki, Later English Romanesque Sculpture 1140-1210, London, 1953. See also F. Henry & G. 
Zarnecki, 'Romanesque Arches Decorated with Human and Animal Heads', Journal of the British 
Archaeological Association, 20-21,1957-58, pp. 1-34 for the use of human heads in sculpture. 
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have been 'read' by scholars and an overview of the ways in which the human head is 
presented in twelfth-century English initials. 
The perspective of the modern historian 
Scholarly approaches to decorated initials play an important role in understanding the 
style, development and dating ofRomanesque manuscript decoration. This 
background provides a critical foundation on which new research can explore the 
content and function of initials. Much valuable information about manuscripts, their 
artists and their provenance can be deduced from their analysis on stylistic grounds, 
and the significance of initials in this work should not be neglected. 
The current study of initials can be seen as having two main interests. One is a stylistic 
analysis of initials that highlights their construction, ornament and handling in order to 
understand their sources. The other is a categorisation of initials according to their 
pictorial content and function. A driving force behind the first aspect is an emphasis 
on the components of initials and their chronological development. Carl Nordenfalk's 
work on third- and fourth-century initials, among the earliest known, divided initials 
into three categories based on the manner in which the letters are physically 
embellished.2 Francis Wormald's analysis of Anglo-Saxon initials in manuscripts 
dating from 900 to 1100 structured them by Types based on their components.3 His 
categories have particular relevance to the study ofRomanesque inhabited initials 
since they stressed the application of human and animal forms to letters. Wormald's 
Type I initials have foliage, geometric motifs and full-length creatures while Type II 
initials employ only the heads of creatures and use two types of interlace, wiry and 
broad band. The distinction made in Wormald's groups, between the use of a full 
2Nordenfalk's three categories are: besatzornamente, fiillornamente and ersatzornamente (added 
ornament, filling ornament and substitution ornament). C. Nordenfalk, Die spatantiken 
Zierbuchstaben, 2 vols., Stockholm, 1970, pp. 135-80. Reviewed by H. Kessler in The Art Bulletin, 
54/3, 1972, pp. 344-46. 
3Wormald, 'Decorated Initials', pp. 107-35. An example ofa Type II initial may be seen in Fig. 166. 
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body and the use of a head only, has resonance in the twelfth century when human 
figures continue to be represented as heads or as full bodies. A division of initials into 
chronological groups is found in Jonathan Alexander's study of tenth- and eleventh-
century Mont St. Michel manuscripts. His research highlighted the outside forces that 
influenced the initial decoration of the monastery's scriptorium.4 Like Nordenfalk and 
Wormald, Alexander paid attention to the specific geometric, vegetal and animal 
components of initials. These studies provide a framework for understanding twelfth-
century initials since many of their developments can be traced to Anglo-Saxon and 
Norman experiments. 
Twelfth-century initials with frieze patterns, foliage, humans and exotic animals are 
extraordinarily valuable in dating and localising manuscripts. Some of these 
components can be used to date a manuscript and to attribute it to a particular artist. 
In the Eadwine Psalter, a human profile in the foliage of the initial to Psalm 6 has been 
compared to the profiles of figures in the miniatures in order to argue that a single 
artist was responsible for both the miniature cycle and the initials. 5 The Entangled 
Figures Master, an artist working in the mid-twelfth century, is noted for designing 
initials with vibrant foliage, peering human heads and elongated humans wearing 
stylised clothing. His use of spurred fronds, a tapered leaf having a curled end, helps 
to identify his work. Manuscripts by him are linked to Winchester, the west country, 
France and possibly St. Albans Abbey, a wide geographical area that suggests the 
Entangled Figures Master may have been an itinerant professional. 6 
4 Alexander, Norman Illumination at Mont St. Michel, especially Chapter III: The Initials of the 
Manuscripts of Mont St Michel. 
5 Cambridge, Trinity College, MS R.17.1, fol. 11v; The Eadwine Psalter: Text, Image, and Monastic 
Culture in Twelfth-Century Canterbury, eds. M. Gibson, T.A. Heslop & R.W. Pfaff, London, 1992, 
p. 53 and fig. 30c. 
6The following manuscripts are attributed to the Entangled Figures Master: the Shaftesbury Psalter 
(London, British Library, MS Lansdowne 383); the first volume of the Auct Bible (Oxford, Bodleian 
Library, MS Auct E, infra 1); a west country copy of Boethius' de Consolatione Philosophiae 
(Oxford, Bodleian Library, MS Auct F.6.5); a Psalter from the west country (Oxford, Bodleian 
Library, MS Auct D.2.4); and a copy of Pliny's Natural History (Le Mans, Bibliotheque Municipale, 
MS 263). See W. Oakeshott, The Two Winchester Bibles, Oxford, 1981, Section C, p. 124 and 'Some 
New Initials by the Entangled Figures Master', Burlington Magazine, 126, 1984, p. 230. 
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Another aspect ofRomanesque initial decoration that is useful in localising 
manuscripts is the appearance of a particular type of decorated letter called the 
arabesque initial. Penwork initials composed of broad foliage forms, flatly painted 
without shading, have been dubbed arabesque initials by Jonathan Alexander due to 
their calligraphic style (Figs. 70, 160 & 164V Arabesque initials often introduce 
books and chapters of patristic volumes and the secondary text divisions in Bibles and 
Psalters. Alexander suggested that arabesque initials are the work of scribes rather 
than artists since they are integral to the layout of the text and the rubricated headings 
of a manuscript. He has also argued that they are capable of reflecting regional and 
house styles. Other scholars, including R. A. B. Mynors and Elizabeth McLachlan, 
have identified specific calligraphic forms in arabesque initials that may be distinctive 
to a particular scriptorium. For example, foliate flourishes described as a 'clove-curl' 
and a 'split-petal' have been noted by Mynors in several Durham Cathedral 
manuscripts of the first quarter of the twelfth century.8 McLachlan has suggested that 
a cream-horn shape in the initials of Bury St. Edmunds manuscripts may represent a 
house style since this motif does not appear in manuscripts produced outside Bury.9 
These arabesque initials, sometimes classified as decorated initials, can be contrasted 
with historiated initials. A conscious distinction between initials with narrative scenes 
and initials with ornamental foliage or beasts seems to have been made in the design 
ofRomanesque manuscripts. Marginal notes in the Winchester Bible and the Puiset 
Bible, two late twelfth-century English Bibles, indicate that their initials were planned 
in advance to have narrative scenes or to contain decorative imagery. In the 
Winchester Bible, the phrase ad placitum or 'as you like' appears beside what was 
7 llG. Alexander, 'Scribes as artists: the arabesque initial in twelfth-century English manuscripts', 
Medieval Scribes, lvIanuscripts and Libraries: Essays presented to N.R. Ker, eds. M.B. Parkes and 
A.G. Watson, London, 1978, pp. 87-116. 
8 R.A.B. Mynors, Durham CathedrallvIanuscripts to the End of the Twelfth Century, Oxford, 1939, 
p. 7. Anne Lawrence has suggested that the presence of Durham arabesque forms in manuscripts of 
other northern communities indicates that they may have been copied from Durham exemplars. A. 
Lawrence, 'The Artistic Influence of Durham Manuscripts', Anglo-Norman Durham 1093-1193, eds. 
D. Rollason, M. Harvey & M. Prestwich, Woodbridge, 1994, pp. 451-69. 
9 E.P. McLachlan, The Scriptorium of Bury St. Edmunds in the Twelfth Century, New York, 1986, 
pp.48-53. 
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probably intended to be a decorated initial to the book of Tobias. Next to the II 
Chronicles initial in the same Bible, a marginal note lists the narrative subject to be 
drawn in the initial, Solomon in the temple before the hand of God. IO A marginal note 
in the Puiset Bible describes the subject of a historiated initial to the book of 
Ecclesiastes. ll For the artists of these two Bibles, the historiated and decorated initials 
involved different kinds of planning and selection of imagery. In a handbook written 
by a German artist working ca. 1110-40 and known as Theophilus, the decoration of 
stained glass border panels is described in similar terms; artists should "paint small 
flowers and scrolls and other small things they want, in varied work, between the 
circles and scrolls". Elsewhere Theophilus writes, "here and there you can insert in 
these circles small animals, small birds and insects, and nude figures". 12 With the 
marginal notes ofthe Winchester Bible, Theophilus' handbook suggests that artists 
were allowed a great deal offreedom in the non-narrative ornament of initials and 
stained glass windows. 
Within this context, the modern division ofRomanesque initials into the categories of 
historiated and decorated is appropriate. A major catalogue for the study of English 
Romanesque manuscripts is C.M. Kauffmann's Romanesque Manuscripts 1066-1190, 
in which 106 manuscripts are described and illustrated. 13 As Kauffinann states in his 
foreword, the intention of the publication is to present a range of twelfth-century 
manuscripts of secure English provenance. In his entry for each manuscript, 
Kauffinann lists the subjects of the miniatures and the historiated initials, but he only 
lOA note beside the unfinished Esther initial indicates that it was also intended to be historiated with 
a seated king and a man hanging. The marginal notes in the Winchester Bible appear beside the II 
Chronicles, Tobias and Esther initials (fols. 303, 326v & 337). C. Donovan, The Winchester Bible, 
London, 1993, pp. 56-57 and Oakeshott, The Two Winchester Bibles, pp. 13-14. 
II The partially visible note in the margin of Vol. 3, fol. 16 indicates that a king was to be drawn in 
the initial. D. Marner, 'The Bible of Hugh of Ie Puiset (Durham Dean and Chapter Library, MS 
A.II.l)', Anglo-Norman Durham 1093-1193, eds. D. Rollason, M. Harvey & M. Prestwich, 
Woodbridge, 1994, p. 476, n. 1l. 
12 Book II, xiv: et inde pinguntjlosculos et nodos a/iaque minuta, quae voluerint, opere vario inter 
circlilos et l1odos et limbum circa oram. Book II, xxi: Potes etiam in ipsis circll/is interdum bestiolas 
et auiclilas vermiculosque ac nudas imagines inserere. Theophilus, De Diversis A rtib liS ([he 
Various Arts), tr. C.R. Dodwell, London, 1961, pp. xviii-xxxiii, 46 and 5l. 
13 C.M. Kauffmann, Romanesque Manuscripts 1066-1190, A Survey of Manuscripts Illuminated in 
the British Isles, ed. J.J.G. Alexander, vol. 3, London, 1975. 
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notes the initial letter and the folio number for each of the decorated initials. 
Occasionally he describes in broad terms the humans and animals found inside the 
decorated initials. The purpose of this description, as in his entry for a Gospel book 
(London, British Library MS Royal I.B.xI), is to draw parallels with manuscripts 
containing similar decorative motifs. In the case of the Gospel book, he notes that two 
of its initials are copied from the St. Augustine's Abbey Passional (London, British 
Library, MS Arundel 91 ).14 This comparison is used to support his attribution of the 
Gospel Book to St. Augustine's Abbey, Canterbury. 
The succinctness of Kauffmann's division of initials into historiated or decorated 
categories is repeated in many other catalogues including Rodney Thomson's 
catalogues of Lincoln, St. Albans Abbey and Hereford manuscripts. ls In each of these 
catalogues, the historiated initials are described in detail while the decorated initials 
are noted only when they contain striking full-length human figures. That the 
description of initials can vary widely is apparent in Mildred Budny's catalogue of 
Insular, Anglo-Saxon and Romanesque manuscripts in the Parker Library of Corpus 
Christi College, Cambridge. 16 Budny'S catalogue entries are laudable for their detail, 
bibliographical material and codicological information. An invaluable feature of her 
catalogue is the description of all decoration in a manuscript, from miniatures to 
marginal drawings, and its presentation in sequential order. However, Budny defines 
historiated initials in an unusually broad manner, "related or unrelated to the text, they 
[historiated initials] comprise both secular and religious images". 17 As she notes in her 
introduction, the subject of a historiated initial can be difficult to determine when an 
initial contains unrecognised human figures. Her placement of all inhabited initials into 
the historiated initial category, without attempting to identify their figures, is 
14 See Kauffmann, Romanesque Manuscripts, cat. nos. 17 & 65. 
IS R.M. Thomson, Catalogue of the Manuscripts of Lincoln Cathedral Chapter Library, Cambridge, 
1989; Manuscriptsfrom St. AlbansAbbey 1066-1235,2 vols., Woodbridge, 1982; R.A.B. Mynors & 
R. M. Thomson, Catalogue of the Manuscripts of Hereford Cathedral Library, Cambridge, 1993. 
16 M. Budny, Insular, Anglo-Saxon, and Ear~y Anglo-Norman Manuscript Art at Corpus Christi 
College, Cambridge: An Illustrated Catalogue, 2 vols., Kalamazoo (MI), 1997. 
17 Budny, vol. 1, p. lxx. 
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confusing. In describing all other initials, she avoids descriptive terms altogether and 
calls them simply 'initial'. In this respect, her classification of initials is highly 
subjective and requires the reader to read her descriptions carefully and to assess for 
himself the range of decoration in a manuscript. An added difficulty in understanding 
Budny's terminology is created by the volume of plates which is heavily weighted 
towards script pages rather than initials. 18 Budny's catalogue descriptions highlight a 
difficulty in working with historiated initials, that their subjects are not always easy to 
identify. This is particularly the case when artists and designers created unique 
historiated initials. 
According to Jonathan Alexander, historiated initials "contain or enclose figures who 
have some connection with the text introduced by the initial".19 Two parts of this 
definition, the presence of a figure subject in the initial and its relevance to the text, 
are stressed in most definitions of historiated initials. A narrative scene is not essential 
in a historiated initial since many initials classified as historiated can contain characters 
mentioned in the text or genre scenes like an author portrait. 20 For example, one ofthe 
earliest historiated initials appears in a copy of Be de' s Historia ecclesiastica gentis 
anglorum probably from Wearmouth-Jarrow ca. 746 and now in the Leningrad Public 
Library. 21 The initial letter H to Book Two contains a bust-length figure holding a 
cross and a book. Written on the man's halo is 'AUGUSTINUS', a label that 
identifies the figure as St. Augustine whose mission to the Britons is described in 
Book Two, chapter two. Paul Meyvaert and Jonathan Alexander have argued that the 
18 Budny is not the only scholar to have used this wider definition of his tori at ion; Kathleen Scott's 
catalogue of late medieval manuscripts also describes as historiated any initial containing a figure 
subject, regardless of whether it is related to the text. K. L. Scott, Later Gothic Manuscripts, J 390-
1490, A Survey of Manuscripts Illuminated in the British Isles, ed. llG. Alexander, vol. 6, London, 
1996. 
19 This is the definition of a historiated initial supplied by Alexander, Normanlllumination at Mont 
St. Michel, p. 185. 
2°T. A. Heslop, 'Brief in Words But Heavy in the Weight of its Mysteries', Art History, 9, 1986, p. 2. 
21 Leningrad, Public Library Cod. Q.v.I.18, fol. 26v. For discussions of the initial decoration, see 
Alexander, Insular manuscripts, cat. no. 19 and M. Schapiro, 'The Decoration of the Leningrad 
Manuscript of Bede' , Scriptoriul11, 12, 1958, pp. 191-207. The dating of the manuscript has been the 
subject of several articles, including D.H. Wright, 'The Date of Leningrad Bede', Revue Benedictine, 
71, 1961, pp. 265-73 and M. Bevenot, 'Towards Dating the Leningrad Bede', Scriptorium, 16, 1962, 
pp. 365-69. 
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label 'AUGUSTINUS' is a later addition and that the attributes ofa cross and a book 
are more commonly associated with Pope Gregory. Since Gregory is the subject of 
Book Two, chapter one, they believe that the initial was originally intended to 
represent the pope. 22 Despite the uncertainly surrounding the original and later 
identifications of the figure, the initial is considered historiated because it illustrates a 
figure mentioned in the text. 
A contemporary manuscript, the Vespasian Psalter produced at St. Augustine's 
Abbey, Canterbury in the second quarter of the eighth century, contains the first 
known narrative initials. In the Psalter, the initial to Psalm 26 contains David and 
Jonathan shaking hands while the initial to Psalm 52 depicts David rescuing a lamb.23 
These initials rely on a type of Psalter illustration that links David, the author of the 
Psalms, to the events of his life described in the Books of Kings and implied in the 
headings and tituli of the Psalms.24 A subtle distinction can be drawn between the 
historiated initials in these eighth-century manuscripts. The Leningrad Bede initial 
encloses an individual mentioned in the text and shown with the attributes of his 
office. The Vespasian Psalter initials, however, depict narrative scenes and events 
from life of King David, the author of the Psalms and an Old Testament king. Thus, 
the earliest historiated initials demonstrate the versatility of historiated initials in their 
ability to illustrate narrative action or characters from the text. 
C. R. Dodwell has noted that historiated initials have their "most developed and 
consistent expression" in Bibles since the narrative content of many books of the Bible 
seems to encourage illustration. 25 He suggested that patristic manuscripts borrow 
22 Meyvaert's argument is based on an infra-red examination of the 'AUGUSTlNUS' label conducted 
in 1964. That examination showed that the ink of the label was not used in the text or the drawing of 
the initial. Meyvaert also compared the Leningrad initial to three portraits of Gregory in which he is 
shown holding a cross and a book. P. Meyvaert, Bede and Gregory the Great, Jarrow Lecture 1964, 
reprinted 1976, pp. 3-4 and Alexander, Insular A1anuscripts, cat. no. 19. 
23 London, British Library, MS Cotton Vespasian A.l, fols. 31 & 53. Alexander, Insular 
manuscripts, cat. no. 29, figs. 143 & 144. 
24 See the discussion of Psalter illustration in The Utrecht Psalter in Medieval Art: Picturing the 
Psalms oj David, eds. K. van der Horst, W. Noel & W.C.M. Wustefeld, Utrecht 1996, esp. p. 55. 
25 Dodwell, Canterbury School, p. 53. 
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ideas from Bibles for their historiated initials since a tradition of illustration is often 
lacking in these manuscripts. The idea that certain types of texts can support, or not 
support, narrative imagery was explored by Walter Cahn in the context of the 
illumination of Romanesque Bibles. He suggested that the content of certain Biblical 
books is poetical or philosophical in tone and may inspire initials with allegorical 
illustration. As an example, Cahn cited the initial to Habakkuk in the Lambeth Bible 
where Christ's Crucifixion appears as a contemplative image evoked by the prophet's 
final prayer. 26 
The nuances of certain historiated initials have challenged art historians to identify 
their subjects. An initial found in the Puiset Bible illuminated at Durham Cathedral in 
the 1180s introduces a metaphoric text that may have created a pictorial challenge for 
the artist. Opening Jerome's commentary on the book of Lamentations, the initial is a 
letter P containing four half-length human figures arranged around a central naked 
figure. 27 Gold bands separate the five figures in the initial from each other, and the 
details of their clothing, faces and hair are drawn with precision. As Dominic Marner 
has argued, the initial can be related to the alphabetical arrangement of the text by 
representing the four regions of the earth.28 Each of the figures in the initial may be 
read as one of the cardinal points based on the acrostic ADAM with the central 
cosmic figure being Christ. A complex allegory based on the text, the initial reinforces 
the text with a unique image. Unlike many historiated initials, the subject ofthis one is 
not readily recognised even though it contains familiar pictorial elements. That the 
artist, and possibly the patron, sought to illustrate the Bible with a series of unusual 
historiated initials is supported by the presence of another singular image in the 
Ecclesiastes initial of the Puiset Bible. 
26 London, Lambeth Palace Library, MS 3, fol. 307. W. Cahn, Romanesque Bible Illumination, 
Ithaca, 1982, p. 172, fig. 132. 
27 Durham Dean and Chapter Library, MS A.II.I, vol. II, fol. 61v; Marner, 'The Bible of Hugh of Ie 
Puiset', pI. 94. 
28 Marner, 'The Bible of Hugh ofle Puiset', pp. 478-83. 
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The initial to the book of Ecclesiastes contains the figure of a crowned king, 
identifiable as Solomon.29 He speaks the word vanitas and points to the figure of Job 
who stands on the right beside a coffin occupied by a corpse. Both figures are readily 
recognised as engaged in dialogue; however, their conversation is not part of the 
narrative of the book of Ecclesiastes. Neither Biblical character encountered the 
other; their combination here is fictitious. A meaningful context for these two figures 
is hinted at on Job's inscribed scroll which states "from the womb to the tomb", a 
passage found in Job 10: 19. Marner compared these figures to disputing prophet 
figures whose conversation is often indicated by pointing fingers and scrolls. 30 The 
combination of Solomon and Job, the inscribed scroll and the shrouded corpse 
introduce ideas of death and the transitoriness oflife, themes which can be found in 
the book of Ecclesiastes. In this case, the artist has chosen a theme from the text and 
illustrated it with the use of other Biblical characters and verses. 
The Puiset Bible is one of several late twelfth-century Bibles noted for the unusual 
iconography of its historiated initials. The Lambeth Bible, probably from St. 
Augustine's Abbey, Canterbury, is another Bible whose initials also demonstrate great 
care in their selection of narrative scenes. The historiated initials of this Bible were 
examined by Dorothy Shepard in her doctoral thesis that argued for a theologian as 
the designer of the Bible's initials.3 ! She demonstrated that English models like 
Aelfric's Hexateuch (London, British Library, MS Cotton Claudius B.IV) and the 
Vespasian Psalter inspired the iconography of the Lambeth Bible miniatures and 
initials. For example, the miniature prefacing the book of Genesis has a cycle of Jacob 
scenes that is unparalleled among other twelfth-century Bibles. She found sources for 
its scenes in Aelfric's Hexateuch, an eleventh-century St. Augustine'S Abbey 
29 Durham, Dean and Chapter Library, MS A.Il.l, vol. III, fol. 16; Marner, 'The Bible of Hugh ofle 
Puiset', pI. 93. 
30 Marner, 'The Bible of Hugh ofle Puiset', p. 478. 
3! D. M. Shepard, The Lambeth Bible: A Textual and Iconographic Study, unpublished Ph.D. 
dissertation, Bryn Mawr College, 1993. 
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manuscript. 32 The historiated initial to Genesis is also unusual for having eight rather 
than seven medallions illustrating the creation of the world. Shepard suggests that the 
presence of an eighth medallion signals the perfect number eight, a theme with 
parallels in Augustine's writings and in Aelfric's Hexateuch. 33 In the initials to the 
Minor Prophets, Shepard suggests that the designer of the Lambeth Bible sought to 
create a cycle of illustration in these often unillustrated books by drawing ideas from a 
number of texts, among them Jerome's prologues to the Minor Prophets?4 This last 
source is especially noteworthy because the Lambeth Bible contains an unusually full 
series of Jerome's prologues to each book of the Bible. The visualisation of themes 
from the prologue texts increases their significance in the Bible and suggests that the 
manuscript's designer was influenced by the texts that were specially compiled and 
copied into this particular Bible. 
The initials of these Bibles suggest patrons and artistic designers who were interested 
in complex imagery that required thoughtful examination. Marner has argued for 
Bishop Hugh ofle Puiset, a relative of Bishop Henry of Blois, as the patron ofthe 
Bible. Although Shepard does not propose a patron for the Lambeth Bible, its 
Canterbury provenance suggests that an equally important ecclesiastical leader was 
involved in its production. These initials also reveal an interest in human figures and 
their capacity to illustrate the text in unusual ways. In some respects, they push the 
definition of a historiated initial by blurring the distinction between historiated and 
inhabited initials. Accordingly, manuscript catalogues reflect some confusion about 
whether to describe these initials as historiated. 35 
32The Genesis miniature and initial are London, Lambeth Bible, MS 3, folio 6 recto and verso; C.R. 
Dodwell, The Great Lambeth Bible, London, 1959, pI. 1 for the Genesis miniature. A colour 
illustration of the Genesis initial is the frontispiece to Dodwell, Canterbury School. Shepard, The 
Lambeth Bible, Chapter Four: Miniatures and their Associated Imagery. 
33 Shepard, The Lambeth Bible, Chapter Six: The Historiated Initials. 
34 Shepard, The Lambeth Bible, Chapter Five: The Minor Prophets. 
35 The initial to Jerome's commentary on Lamentations is missing from Kauffmann's description of 
the Puiset Bible. Kauffmann, Romanesque A1anuscripts, cat. no. 98. 
18 
The question whether inhabited initials can also relate to their texts has been 
addressed in relation to selected Romanesque initials. One is the letter S to II Peter in 
the Dover Bible. 36 The upper and lower bowls of the initial are filled with a cock and a 
fox, and a wolf and a stork respectively. C. R. Dodwell suggested that these animals 
represent Aesopic fables, and he compared them to the text of II Peter 1: 16 where the 
apostle refers to fables. The initial decoration may be a straightforward response to 
the word fables and, potentially, a more serious reflection on Peter's statement that 
knowledge of Christ is acquired not through fables but through eyewitness accounts 
of Christ's life. 37 The Dover Bible initial demonstrates an interest in linking the initial 
decoration to the text not unlike some of the historiated initials in the Puiset Bible. 
Two figural initials from separate copies of Horace's De Arte Poetica also illustrate 
the opening words of their texts. 38 At first glance the hybrid bodies forming the letters 
H in an Italian and a Mosan manuscript are typical of the Romanesque tendency for 
fantastic decoration and zoomorphic shapes. However, the imaginative part-woman, 
part-horse and part-fish creatures composing these initials illustrate a passage in which 
Horace describes the imagination of artists and describes a hybrid figure, 
suppose a painter chose to put a human head on a horse's neck, or to spread 
feathers of various colours over the limbs of several different creatures or to 
make what is in the upper part a beautiful woman tail off into a hideous fish, 
could you help laughing when he showed you his efforts?39 
Found beside the initials at the opening of the text, this passage explains the figures 
and indicates that the artists had read the text and chose to illustrate it literally.40 
While these initials contain figures related to the text, thus fitting the definition of a 
historiated initial, their fantastic forms could inhibit their recognition as historiated 
initials. 
36 Cambridge, Corpus Christi College, MS 4, fo1. 239; Dodwell, Canterbury School, p. 70, pI. 43a. 
37 See also Heslop, 'Brief in Words', p. 2. 
38 One initial, from an early twelfth-century Mosan manuscript, is Oxford, Bodleian Library, MS 
D'Orville 158, fo1. 43; Heslop, 'Brief in Words', fig. 4. The second is from an Italian manuscript 
also dated to the twelfth century, Paris, Bibliotheque Nationale, MS Latin 7980, fo1. 1; F. Avril and 
y. Zaluska, 1vfanuscrits enlumines c!'origine italienne. 1. Vle-XI1e siecles, Paris, 1980, cat. no. 47, p. 
26, pI. xiv. See the review of this catalogue by J.J.G. Alexander in Burlington Magazine, 124, 1982, 
pp. 635-36 for a discussion of these initials. 
39 Horace, De Arte Poetica, vv. 1-5. 
40 These initials are also discussed in Heslop, 'Brief in Words', pp. 2-3. 
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Where does one draw the line between a historiated initial and an inhabited initial that 
is related to the text? A distinction could be made in the manner in which historiated 
initials depict characters, events and ideas that are straightforward and recognisable. 
By contrast, inhabited initials often employ generic human figures, hybrid figures and 
beasts whose intent may be to be amusing and ambiguous. In the II Peter initial of the 
Dover Bible and in the Horace initials, the individual forms can be seen on one level 
as illustrating the words of the text with fables and fantastic hybrid creatures. 
However, they could also be interpreted as analogies for points made in the text. 
Such textual illustration has been noted sporadically in the decoration of initials from 
the eighth to the fifteenth century. Recent work on the Book of Kells has suggested 
that some of its initials with human and animal figures comment on the text, react 
emotionally to it and provide the audience with a means of apprehending the 
Godhead. 41 Nor is textual illustration restricted to initials; in thirteenth- and 
fourteenth-century manuscripts, text and image relationships can be found in the 
initials and margins of manuscripts. In an article devoted to the marginal figures and 
initials of the thirteenth-century Getty Apocalypse, Lewis argued that human figures 
within certain of its initials respond to their surrounding text, encouraging the reader 
to engage in "interpretative and mnemonic responses to the text". 42 The human 
inhabitants of the initials point at the text, mimic the actions implied in its words and 
illustrate individual words in a manner known as imagines verborum.43 In the margins 
of the fourteenth-century Luttrell Psalter, a luxuriously decorated manuscript for the 
English landowner Geoffrey Luttrell, images of boats, pelicans and fools appear in the 
41 H. Pulliam, Opening the Senses: The Gospel Book as an instrument of Salvation as Articulated by 
the 1vfinor Decoration and Full-page Illustrations within the Book of Kells, unpublished Ph.D. 
dissertation, University of St. Andrews, 1998. 
42 S. Lewis, 'Beyond the Frame: Marginal Figures and Historiated Initials in the Getty Apocalypse', 
The J. Paul Getty Museum Journal, 20, 1992, pp. 53-76, esp. 6l. 
43The phrase imagines verborum implies that an artist read the text and sought to illustrate its words. 
It is frequently used to describe the process by which the Utrecht Psalter and the copies made from it 
were illustrated. For the illustration of the Utrecht Psalter, see The Utrecht Psalter in Medieval Art. 
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margins beside individual words and syllables that could have inspired such imagery.44 
Sandler calls this type of decoration "non-contextual, that is, unrelated to the larger 
sense of the text" .45 Non-contextual decoration is especially suited to a location in the 
margin rather than in an initial positioned inside the text block. Lewis and Sandler 
employed analytical methods that note the proximity of the image to the text and the 
presence of idiosyncratic and prominent details in the image that may be related to the 
text. These Gothic manuscripts, along with the Book of Kells, indicate a tradition of 
play and experimentation with images and words that extends well beyond the twelfth 
century. 
Towards a monastic point of view 
Increasingly, inhabited initials are gaining attention from art historians for their 
selection of imagery and its potential meaning. Recent work has suggested that the 
human and animal figures inhabiting initial letters may playa greater role in the 
decoration and reading of a manuscript than has previously been suspected. Such 
studies are heavily text-based and have emphasised the manner in which twelfth-
century monks read texts. This text-oriented or semantic work acknowledges that 
medieval audiences were attuned to multiple layers of meaning and were trained to 
recognise it in Scripture and possibly in images as well. 
Some art historians have called attention to the potential meaning of inhabited 
imagery lying outside texts and a literary framework. Meyer Schapiro has suggested a 
psychological approach to the interpretation ofRomanesque decoration, asking, 
Are the religious and the ornamental the only alternatives of artistic purpose? . 
. . They [the fantastic types] are a world of projected emotions, 
psychologically significant images of force, play, aggressiveness, anxiety, self-
torment and fear, embodied in the powerful forms of instinct-driven creatures, 
twisted, struggling, entangled, confronted, and superposed.46 
44 L.F. Sandler, 'The Word in the Text and the Image in the Margin: The Case of the Luttrell 
Psalter', The Journal of the Walters Art Gallery, 54, 1996, pp. 87-99. 
~ . 
Sandler, 'The Word in the Text,' p. 91. 
46 M. Schapiro, 'On the Aesthetic Attitude in Romanesque Art', republished in Romanesque Art: 
Selected Papers, London, 1993, p. 10. 
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Michael Camille has explored somatic approaches to medieval art, arguing that 
sculptural pieces like the Souillac trumeau may have non-textual sources derived from 
monastic practices, fables or liturgical drama. 47 Both Schapiro and Camille focused on 
sculptural forms and the various ways in which audiences may have approached and 
understood them. For manuscript decoration, a text-based 'reading', though not the 
only possibility, is one of the strongest because monks were engaged in reading and 
the study of a text when they encountered the image. 
In ca. 1125, Abbot Bernard of Clairvaux wrote to William of St. Thierry about a 
number of issues, including the decoration of cloister capitals and their effect on 
monks. He asked, 
But apart from this, in the cloisters, before the eyes of the brothers while they 
read-what is that ridiculous monstrosity doing, an amazing kind of deformed 
beauty and yet a beautiful deformity? What are the filthy apes doing there? 
The fierce lions? The monstrous centaurs? The creatures, part man and part 
beast? The striped tigers? The fighting soldiers? The hunters blowing horns? .. 
. In short, everywhere so plentiful and astonishing a variety of contradictory 
forms is seen that one would rather read in the marble than in books, and 
spend the whole day wondering at every single one of them than in meditating 
on the law of God. 48 
Bernard's Apologia, a polemical tract in part against the excessive use of ornament in 
church decoration, is a powerful demonstration of the charms ofRomanesque 
decoration. It is also an indication that contemporary monks did spend time 
wondering what ambiguous animal and hybrid forms might mean. A rare twelfth-
century commentary on art and its possible interpretations, the letter suggests that 
monks may have applied to decorative ornament the same study that they gave to 
47 Camille's work on the marginal decoration of Gothic manuscripts as well as Romanesque 
sculpture like the Souillac trumeau has often emphasised somatic sources and readings of medieval 
decoration. See M. Camille, Image on the Edge: The Margins of Medieval Art, London, 1992 and 
'Mouths and Meanings: Towards an Anti-Iconography of Medieval Art', Iconography at the 
Crossroads, ed. B. Cassidy, Princeton, 1993, pp. 43-54. 
48Bernard of Clairvaux's treatise, a portion of which addresses art, is known as the Apologia and has 
been dated between 1123 and 1127. For a discussion of this dating and the Apologia text, in Latin 
and in an English translation, see C. Rudolph, The 'Things of Greater Importance ': Bernard of 
Clairvaux's Apologia and the Medieval Attitude Towards Art, Philadelphia, 1990, pp. 3-4 and 232-
87. 
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their texts. Many of the forms that Bernard describes in cloister capitals are also 
found in the decoration of books, the objects to which Bernard felt monks should turn 
their attention. Yet nowhere in his Apologia does Bernard condemn initial decoration, 
inviting consideration of his silence on this issue. 49 
A scrutiny of Biblical texts was a pervasive part of the monastic reading. Motivated in 
part by typology, the practice of identifying Old Testament events as figures or types 
of New Testament ones, readers sought to understand the hidden meaning and 
allegorical significance of the Bible. 50 Augustine of Hippo delighted in hunting for 
meaning. In his de Doctrina Christiana, he noted that "no one doubts that things are 
perceived more readily through similitudes and that what is sought with difficulty is 
discovered with more pleasure". 51 One of the means by which to recognise the 
allegorical sense of Scripture was through the lectio divina, an extended study and 
meditation on texts. 52 For twelfth-century monks, this process of study and meditation 
could be an end as well as a means. The lectio divina is an activity that was described 
using metaphors such as the gathering offruit or the collection of honey. 53 The 
practice of ruminatio or ruminating on the text was emphasised by patristic writers 
who described how the reader must chew on and digest every word of the text in 
49Cistercian statute 80 does address the decoration of letters and prohibits the use of colours and 
figures, but it is dated ca. 1145-51, significantly after Bernard's Apologia. For scholarship on this 
statute which is also known as L82 see C. Rudolph, 'The 'Principal Founders' and the Early Artistic 
Legislation of Citeaux', Studies in Cistercian Art and Architecture 3, ed. M.P. Lillich, Cistercian 
Studies Series 89, Kalamazoo (MI), 1987, pp. 21-28. 
50 See B. Smalley, The Study of the Bible in the Middle Ages, 3rd ed., Oxford, 1983. 
51 Nunc tamen nemo ambigit, et per similitudines libentius quaeque cognosci, et cum ali qua 
dijJicultate quaesita multo gratius inveniri. Augustine, de Doctrina Christiana, Book II, 6. 
Patr%giae cursus completus, series Latina, ed. J.-P. Migne, Paris, 1841-64 (henceforth: PL), 34, 
col. 39. 
52 An excellent description of the monastic lectio divina may be found in Leclerq, The Love of 
Learning and the Desirefor God, esp. pp. 15-17,72-73 and 167-68. 
53 The reader as a bee who gathers nectar from the text is a metaphor that can be traced to Seneca 
and was repeated in the twelfth century by Walter Map. The Utrecht Psalter in lvfedieval Art, p. 129. 
See I. Illich, In the Vineyard of the Text: A Commentary on Hugh's Didascalicon, Chicago, 1993, 
pp. 54-58 for additional reading metaphors. 
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order to fully understand it. 54 Bernard of Clairvaux called readers "pure ruminating 
animals" and wrote that "I chew them [the words of Scripture] over and over, my 
internal organs are replenished, my insides are fattened up, and my bones break out in 
praise". 55 
The food metaphors associated with texts might be related to the fact that one of the 
occasions in a twelfth-century monastery when monks read was during mealtimes. 
The Rule of St. Benedict outlines in chapter thirty-eight how one brother should read 
while the others eat silently and meditate on the text being read aloud. 56 This refectory 
reading, like the collatio or Compline reading at the end of the day, included patristic 
writings, saint's lives and works intended for spiritual guidance.57 Private reading 
occurred during the day in the cloister. Lanfranc of Canterbury's Monastic 
Constitutions of ca. 1089 expanded on The Rule of St. Benedict to describe in detail 
the process by which books were given to monks in Lent for their private reading.58 
The strong devotional aspect of the lectio divina is revealed in a twelfth-century 
Cistercian statute that allowed monks to substitute prayer for reading. 59 That reading 
was taken seriously is evident in Lanfranc's provision of a senior brother called a 
circa to monitor reading monks. Also, a monk was required to confess and ask for 
pardon if he had not read his book in the allotted time.6o The monastic practice of 
lectio divina and the writings of Bernard of Clairvaux indicate that monks devoted 
54For Augustine's use of eating and chewing metaphors, see B. Stock, Augustine the Reader: 
Meditation, Self-Knowledge, and the Ethics ojInterpretation, Cambridge (MA), 1996, pp. 219 and 
396, nn. 64 & 65. 
55 Bernard of Clairvaux, Sermones in Cantica Canticoru111. PL 183, cols. 455 & 849. 
56 Regula Sanctissimi Patris Nostri Benedicti: The Rule ojSt. Benedict, tr. O. H. Blair, 2nd ed., 
London, 1906,pp. 104-107. 
57 A surviving twelfth-century collatio list from Durham Cathedral includes Gregory the Great's 
Dialogues and Cassian's Collations. Late inscriptions in two Durham manuscripts, copies of 
Jerome's commentary on Isaiah and Anselm of Laon's commentary on the Apocalypse, indicate that 
these manuscripts were also read aloud in the refectory. Lapidge, 'Surviving booklists', p. 35, n.ll. 
58 Lanfranc's Consititutions, heavily based on the Regularis Concordia and the customs ofBec and 
Cluny, were adopted by most twelfth-century English monastic houses. Decreta Lan/ranci: The 
.Monastic Constitutions ojLanjranc, tr. D. Knowles, London, 1951, p. 19. 
59 A. Lawrence, 'English Cistercian Manuscripts of the twelfth century', Cistercian Art and 
Architecture in the British Isles, eds. C. Norton & D. Park, Cambridge, 1986, p. 288. 
60 The duties of the circa, as outlined in the Regularis Concordia chapter 7, part 57, were to walk 
among the monks to ensure that they were engaged in their reading and to collect clothing and books 
left in the cloister. Regularis Concordia or The Monastic Agreement ojthe Monks and Nuns ojthe 
English Nation, tr. T. Symons, London, 1953, p. 56. 
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significant time to discovering hidden meanings and symbolism in their books. It is 
likely that they also subjected the decoration of their books to examination, 
particularly when a miniature, margin or initial contained human figures. 
Scrutiny of the page is suggested by a passage in Hugh of St. Victor's Chronica, one 
of several books that he wrote for young canons while he was a teacher in the 
Victorine School in Paris from 1125 to 114l.61 He describes how, 
when we read books, we study to impress on our memory ... the colour, 
shape, position, and placement of the letters ... in what location (at the 
top, the middle or the bottom) we saw it positioned, in what colour we 
observed the trace of the letter or the ornamented surface of the 
parchment. Indeed I consider nothing so useful for stimulating the 
memory as this. 62 
Hugh's volume is devoted to the study and memorisation of texts and the manuscripts 
to which he refers were probably not as artfully decorated as the ones discussed in this 
thesis. However, if Hugh and his contemporaries were prepared to pay attention to 
details of the script, vellum and page layout of a manuscript, then it is even more 
likely that an inhabited initial would have won their attention. 
How monks might have interpreted inhabited initials is discussed in an important 
article by T. A. Heslop entitled, 'Brief in Words But Heavy in the Weight of its 
Mysteries' .63 Heslop suggests that some twelfth-century initials have human and 
animal inhabitants that may be related to the text. He argues that "certain figured 
initials" draw their inspiration from the text surrounding the initial to create a type of 
initial that he calls a "textually related allegory". His method for determining whether 
inhabited initials might be related to the text involves a close reading of the text 
61Two of Hugh's handbooks are the De institutione novitiorum and the Didascalicon. Illich, In the 
Vineyard of the Text, p. 78. Hugh was well-known in England, and his works were actively collected 
by the monks of St. Albans Abbey, several of whom were sent to study at the Victorine school in 
Paris. Thomson, NJanuscripts from St. Albans, pp. 45 and 64-66. Master Laurence of Durham also 
studied with Hugh in Paris in the 1140s. F. E. Croydon, 'Abbot Laurence of Westminster and Hugh 
of St. Victor', Medieval and Renaissance Studies, 2, 1950, pp. 169-7l. 
62Hugh of St. Victor, Chronica (also known as the De Tribus Maximis Circumstantiis Gestorum), 
preface, translated in M. J. Carruthers, The Book of Memory: A Study of Memory in Medieval 
Culture, Cambridge, 1990, Appendix A, pp. 261-66, esp. 264. 
63 Heslop, 'Brief in Words', pp. 1-11. 
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immediately around the initial alongside an analysis of the distinctive features of the 
initial. 
One of the first manuscripts addressed by Heslop is an early twelfth-century volume 
of Augustine's Enarrationes en Psalmos from Rochester Cathedral (London, British 
Library, MS Royal 5.D.II).64 In this manuscript, an initial letter M marking the 
exposition on Psalm 148 contains a small figure who is pulled in opposite directions 
by two larger men, one of whom holds a stone.65 The text of the commentary opens 
with a description ofthe two seasons of Easter, the tribulation experienced before 
Easter in Christ's Crucifixion and the bliss experienced afterwards in Christ's 
Resurrection. Heslop compared this text to the initial letter that is prominently 
bisected by a black cross. The figure holding a stone on the left or sinister side of the 
cross and the rescuing, protective figure on the favoured right side of the cross are the 
source of the centre figure's 'tribulation' and 'bliss'. A lack of symmetry in the 
actions, facial views and coloured tunics of the figures helps to underline their 
opposition and different roles. Heslop also noted that the men are dressed in short 
tunics with keyhole necks. In three of the four initials closely examined in Heslop's 
article, the figures wear contemporary clothing rather than the long classical tunics 
worn by characters in early Christian art. This aspect of the initial decoration might 
have made the scene more relevant to the audience. 
Another decorative device that Heslop suggests may have signalled meaning in 
inhabited initials is the manner in which a figure is related to foliage, particularly the 
figure's freedom or entanglement in foliage. In several instances, such as a Beatus 
initial in a Norman manuscript from the abbey of Lyre, evil characters like Goliath are 
trapped in encircling tendrils while holy figures like David are free and able to move 
64 The Psalm commentary was divided into three volumes. Volume one containing the expositions to 
Psalms 1-50 is London, British Library, MS Royal 5.D.III. The second volume of the set discussing 
Psalms 51-100 is London, British Library, MS RoyaI5.D.I. It predates the other two volumes. The 
third volume, which Heslop analyses, contains the expositions to Psalms 101-150. T.S. R. Boase, 
English Art 1100-1216, Oxford, 1953, pp. 62-63. 
65 London, British Library, MS Royal 5.D.II, fol. 227v; Heslop, 'Brief in Words', pp. 3-4, fig. 5. 
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unrestricted.66 The historiated subject of the Lyre initial enables the figures to be 
identified clearly, and it raises the possibility of an allegorical explanation for 
entangled figures in other initials. Heslop notes that multiple levels of meaning were 
sought by twelfth-century readers in texts, and he cites several passages on reading by 
authors such as Orderic Vitalis, William of Conches, John of Salisbury and Bernard of 
Clairvaux to emphasise this point. However, Heslop does not explain his selection of 
initials nor does he describe in detail the other initials in each manuscript that he 
introduces. It is implied that the initials he has selected for examination are unusually 
precise and unique. It is probable, though, that other initials in these manuscripts 
would also have been examined for potential meaning. 
For example, two additional initials in the Rochester Psalm commentary contain 
human figures. Heslop noted the existence of these initials, but he referred to them as 
"mere decorative doodles", implying that they lacked the distinctive allegorical tone of 
the initials highlighted in his article. 67 One of these initials was described by T. S.R. 
Boase alongside the Psalm 148 initial of the boy being mistreated by two men, as 
being "too particularised to be mere fancy and must contain some reference to the 
text".68 A letter M opens the exposition on Psalm 118 and contains at its base a 
reclining man wearing a green gown, an orange cloak and yellow and purple hose. 69 
His hand covers his eyes, possibly to indicate that he is asleep or dead. Above him are 
three angels and a second man who closely resembles the figure below. The two men 
are dressed in similarly coloured robes, but the upper man has a blue halo. His orange 
cloak has fallen to the ground, and he grabs the hem of an angel's gown. The 
precision of this scene, including the details of the men and angels, suggests that the 
decoration of this initial might have had a meaning for a twelfth-century reader. The 
text beside the initial mentions beatitude, suggesting a link with the nimbed man and 
the angels; modern art historians have yet to make sense of its imagery. In the same 
66 Evreux, Bibliotheque Municipale, MS 131, fol. 1; Heslop, 'Brief in Words', pp. 8-9, fig. 14. 
67 Heslop, 'Brief in Words', p. 7. 
68 Boase, English Art, p. 62. 
69 London, British Library, MS Royal S.D.II, fol. 70v; Kauffmann, Romanesque Manuscripts, fig. 39. 
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manuscript, the initial letter Q to the exposition on Psalm 109 has a man clutching the 
spiralling foliage in the bowl of the letter. Dressed in a green gown, he has a wooden 
leg, is bearded with a wide-eyed expression and points vaguely in front of him. This 
initial depicts the type of entangled figure that Heslop describes in his article. These 
two initials, along with the Easter initial and an initial in which a rider vanquishes an 
evil dragon, complete the four inhabited initials with human figures in the Rochester 
Psalm commentary.70 Together they indicate that the artist was actively exploring the 
use of human figures in inhabited initials. A consideration of these initials together, 
rather than simply a sampling, strengthens the argument that the artist was using 
human figures in relation to the text. 
Shortly after his article 'Brief in Words', Heslop examined the initial decoration of an 
extraordinary twelfth-century manuscript, the Eadwine Psalter (Cambridge, Trinity 
College, MS R.17.1).71 As Heslop notes in the beginning of his chapter on the initials, 
the Eadwine Psalter is often admired for the coloured outline miniatures that preface 
each Psalm rather than the initials to the Psalms that are more pedestrian in their 
decoration. Six initials in the Psalter have human forms; three contain human figures, 
two use hybrid humans and one has a human head. Heslop argues that because of 
their uniqueness these initials are worthy of study. In the initial to Psalm 64, a naked 
man is caught in the foliage of a letter T and looks at the miniature above his head. 72 
The miniature, in a round frame, contains an image of the Heavenly Jerusalem 
surrounded by the zodiac. A shared theme of human struggle and hope for life 
everlasting may be found in the titulus to the Psalm, the commentary and the 
miniature of the Heavenly Jerusalem. On the basis of this evidence, Heslop proposed 
70 Fol. 197v; Heslop interprets this figure as a 'modern' man triumphing over evil, 'Brief in Words', 
pp. 4-5, fig. 6. There is an additional initial with a human image in this manuscript; the letter B to 
the exposition on Psalm 119 contains a human head with an open mouth facing down in the foliage 
of the upper bowl. Fol. l03v; see A. Harris, 'A Romanesque Candlestick in London', Journal of the 
British Archaeological Association, 27, 1964, pI. IV (5) for a detail of this initial. 
71 The Eadwine Psalter, pp. 53-59. 
72 Fol. 109v; The Eadwine Psalter, p. 54, pI. 31a. 
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that the entangled man was an allegorical figure, pining for the Heavenly Jerusalem 
which lies just above his head but is unreachable because of his entanglement on earth. 
In his analysis of the other initials with human figures in the manuscript, Heslop also 
employed a comparative approach that considered the visual characteristics of the 
initial alongside the themes of the text. Although textual themes of struggle and 
liberation can be loosely applied to the Psalm 123 initial in which a man holding a 
shield and a sword fights a lion and to the Psalm 125 initial in which a singing man 
clings to the letter, both initials have general sUbjects.73 Specifically, they lack details 
that might link them more concretely to the text, and they do not interact with the 
miniature scenes on the same folios. A fourth figurative initial is a letter E to the 
Canticle ofHezekiah that is composed of a standing hybrid man. Heslop identifies the 
figure as a scribe and as the artist's response to a scribal error. Because the scribe did 
not leave enough room for the letter E, the artist constructed a tall E from an ass with 
pointed ears who holds a book and a quill. This comic pink figure is "making an ass of 
the scribe". 74 Although this initial is not related to the textual content of the Canticle 
ofHezekiah, it records a relationship between the scribe and the artist of the Eadwine 
Psalter. A fifth human-inhabited initial is the letter A to Psalm 28 that is composed of 
a human figure having an animal head. Unable to find a connection between this figure 
and the text, Heslop linked the motif to that of a man wrestling a lion, a common 
motif in Canterbury initials. 75 The sixth and final human image in the Eadwine Psalter 
initials is the human head in the foliage of the initial to Psalm 6, discussed previously 
for the evidence that it offers about the artist. 
Heslop was not able to identify convincing explanations for every initial with a human 
form in the Eadwine Psalter. Notable in this manuscript is the diversity of ways in 
which the initials relate, or do not relate, to the text. Nevertheless, the handful of 
73 Fois. 230v & 232v; The Eadwine Psalter, pp. 54-55, pIs. 16c & 30g. 
74 FoI. 263. The Utrecht Psalter in Medieval Art, p. 146, fig. 47. 
75 FoI. 48; The Eadwine Psalter, p. 55, pI. 30e. 
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initials with human figures and body parts are so rare that they draw attention to the 
artist's motive in placing them at particular points in the text. They demonstrate that 
the artist could use human figures in a precise manner to allude to meaning but that it 
was not a practice in which he engaged consistently. 
Another manuscript whose initial decoration has been the subject of study is the 
Clteaux Moralia in Job in which inhabited and decorated initials open each of 
Gregory the Great's thirty-five books.76 Produced for the Cistercian monastery in 
1111, the manuscript contains few historiated initials; most initials are filled with 
human and animal figures in striking poses and actions. In his 1997 book Violence 
and Daily Life: Reading, Art, and Polemics in the Cfteaux Moralia in Job, Conrad 
Rudolph examined each initial in light of the textual content of its book. 77 He argued 
that the images of violent struggle and daily activity found in the initials are 
unparalleled in other copies of the Moralia in Job, implying a change in iconography 
and in meaning. 78 Using a method similar to that employed by Heslop, Rudolph 
examined each initial in relation to the text. He suggests in the introduction that 
"virtually all the initials of the Citeaux Moralia are related either to specific passages 
of the books that they head or to the general sense of one of the issues raised in those 
books" .79 
Rudolph divided the initials in the Moralia into categories based on their imagery. The 
two main categories are those of his title, violent struggle and daily life. Observing a 
substantial shift in the size and layout of the decoration following Book Eight, he 
76 The text is divided into four volumes: Dijon, Bibliotheque Municipale, MSS 168-173. 
77 C. Rudolph, Violence and Daily Life: Reading, Art, and Polemics in the Cfteaux Moralia in Job, 
Princeton, 1997. 
78 Rudolph, Violence and Daily Life, p. 8. This aspect of Rudolph's argument has been questioned in 
a recent review of Violence and Daily Life in which the reviewer, Kristin M. Sazama, notes that 
there are several illuminated copies of the Nforalia that also demonstrate an interest in decorating 
this text. K. M. Sazama, Speculum, 74/3, 1999, pp. 827-29. To her list of decorated Moralia may be 
added New York City, Grolier Club, MS 11680, a mid twelfth-century Mosan copy of the Moralia. I 
am grateful to Professor James Marrow for drawing the inhabited initials of this manuscript to my 
attention. 
79 Rudolph, Violence and DaiZy Life, pp. 9-10. 
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suggested that the larger initials opening Books Eight to Thirty-five contain initials 
that relate to the text in a purposefully allegorical manner. One ofthe more 
straightforward initials is that to Book Nineteen in which an elegantly dressed man on 
horseback raises his sword to fight a dragon. The text of the book refers to spiritual 
struggle and describes warriors who hold swords. Rudolph stressed the sense of this 
passage, that the one with the sword is a metaphor for the Christian who understands 
Scripture and uses it to guide him against temptation.80 Although these nuances 
cannot necessarily be conveyed in the initial, the literal level of illustration visible in 
this initial is paralleled in others like the initial to Book Thirty-two in which the letter 
S is composed of a contorted man holding a flail, a humorous play on the flail of God 
described in the book. 81 
Among the violent initials discussed by Rudolph is the letter P to Book Twenty-
eight. 82 Twisting and biting animals fill the shaft while in the bowl of the letter animals 
and human hybrids bite and thrust spears through one another. At the base of the 
initial, a bearded dwarf rides a harnessed and bridled man. Set against a dark blue 
ground and containing a mass of humans, animals and fantastic creatures, the initial, 
Rudolph argues, is a metaphor for the Christian struggle against temptation. He calls 
the hybrid human figures semihomines after Bernard of Clarivaux' s description of 
similar creatures in cloister capitals. Rudolph suggests that the semihomines found in 
this initial and several others are to be interpreted as irrational souls in varying degrees 
of struggle. The text of the book employs storm imagery and speaks of restraint, 
echoing the admonition in James 1: 26 to bridle one's tongue in sight of temptation. 
This passage could help to explain the presence of a bridled man at the base of the 
initial. Although the text does not refer to monsters or semihomines explicitly and the 
textual passages that Rudolph cites in relation to this initial do not appear in Book 
80 MS 173, fol. 20; Rudolph, Violence and Daily Life, pp.44-45, fig. 2l. 
81 MS 173, fol. 148; Rudolph, Violence and Daily Life, pp. 74-75, fig. 33. 
82 MS 173, fol. 103v; Rudolph, Violence and Dai~y Life, pp. 58-62, fig 29. 
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Twenty-eight, the decoration of the letter with violent figures agrees with the general 
sense of the text and its topic of spiritual struggle. 
The initial to Book Fifteen is representative of another type of initial in the Moralia, 
those containing scenes from daily life. A letter Q with a distinctive light blue 
background, it contains two monks facing one another and bending over at their task 
of chopping wood.83 Their tonsures, ragged habits and tunics reflect Cistercian values 
since the Cistercians, unlike the Benedictines, practised manual labour and poverty. 
Although Book Fifteen does not refer explicitly to chopping wood or to monastic 
labour, it does describe voluntary poverty, suffering and exertion, ideas that are 
embodied in the initial's decoration. According to Rudolph, initials with monks 
chopping wood, harvesting wheat or warming themselves before a fire might have 
helped to establish the communal identity of the first generation of Cistercians. 84 
In all of these cases, the text passages cited in relation to the initial decoration are not 
found beside the initial but deeper in the text of the same or another book. Although 
Rudolph does not specify the position of these passages in the Clteaux manuscript, his 
footnotes indicate that the relevant passages are not in the opening chapters. In fact, 
it can be guessed that they are several folios away from the initial. This feature of the 
text and image relationship led Rudolph to conclude that the artist was reading and 
meditating on the text while decorating it. As Rudolph notes, there is no tradition for 
illustrating this text, nor is it conducive to narrative illustration. Thus, the artist chose 
to illustrate the literal meaning of some passages and the sense of others. In this 
manner, Rudolph argues, the reader "becomes what he reads" and must internalise 
Gregory's exegetical method in order to understand the obscure compositions in the 
initials. 
83 MS 170, fo1. 59; Rudolph, Violence and Dai(Y Life, pp. 70-72, fig. 18. 
84 Rudolph, Violence and Dai(y Life, pp. 91-96. 
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Despite the conviction with which Rudolph presents his ideas and quotes passages of 
the Maralia text, his argument and its presentation highlight several difficulties related 
to the search for meaning in inhabited initials. The foremost danger is that of reading 
too much into the evidence and of ignoring simple and straightforward explanations. 
In Rudolph's case, he 'reads' almost every initial with the same intensity and 
complexity. By contrast, Heslop's 'reading' ofthe Eadwine Psalter initials noted 
disparities in the possible interpretations of their forms. Rudolph feels compelled to 
explain the downward-turned eyes of a harvesting monk in the initial to Book Sixteen 
as illustrative of Job 22:29, "he that shall bow down his eyes shall be saved".85 Even 
though this verse from Job is discussed in Book Sixteen, it is significantly removed 
from the initial and from Gregory's discussion of the reaping of Scripture, the passage 
on which the initial appears to be based. 86 In the process of arguing for a meaning in 
the facial orientation of this figure, Rudolph neglects the possibility that the monk is 
drawn looking down because that is how wheat is successfully cut. In the four daily 
life initials of this manuscript, the artist demonstrates a concern with depicting the 
tools, clothing and tasks undertaken by the figures. It is reasonable to suggest that the 
monk looking down in this initial is also true to the artist's interest in verisimilitude. 
The initial to Book Nine with its divided shaft containing the interlaced figures of a 
man and two dogs was compared by Rudolph to the flaps of a seal as part of a 
metaphor found in the text. 87 It is possible that this connection was conscious. 
However, this "highly unusual stem" is quite common in Limoges initials where shafts 
are similarly split and have interwoven animals. 88 In each of these examples, 
85 MS 170, fol. 75v; Rudolph, Violence and Daily Life, pp. 67-68, fig. 19. 
86 Rudolph argues that in other images of harvesting figures, the labourers do not look down but 
outward; thus, he claims that the facial orientation of the Moralia figure is a unique and intentional. 
Rudolph neglected to note several contemporary images of reapers in miniatures of Ruth and Boaz in 
which some of the reapers look down and concentrate on their task while others turn to look at Boaz. 
These miniatures may be found in the Lambeth, Arsenal and Santa Maria del Fiore Bibles. D. 
Denny, 'Notes on the Lambeth Bible', Gesta, 1612, 1977, pp. 55-56, figs. 9-11. 
87 MS 169, fol. 62v; Rudolph, Violence and Dai~y Life, pp. 37-40, fig. 13. 
88See for instance, Paris, Bibliotheque Mazarine, MS 1, fol. 74; W. Cahn, Romanesque Manuscripts: 
The Twelfth Century, A Survey of Manuscripts Illuminated in France, eds. F. Avril & lJ.G. 
Alexander, 2 vols., London, 1996, cat. no. 40, fig. 89. An English example appears in an early 
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Rudolph's desire to find a complex textual reading for the initial decoration clouds his 
understanding of the initial's relationship to contemporary manuscripts and 
iconography. It also raises the issue of how to prove that a detail such as the direction 
ofa figure's eyes or the structure ofa letter shaft is consciously designed to hold 
meaning. In the initial with the reaping monk, the down-turned head is not an unusual 
feature nor does it add significantly to the composition. Lacking additional examples 
of heads being oriented meaningfully, the features of this figure should be recognised 
as only potentially carrying meaning. 
Related to these examples is the issue of how to identify the text passages on which 
the initial decoration is thought to be based. Heslop's argument for text and image 
relationships in twelfth-century initials focused on the proximity of the text to the 
initial and the probability that the artist had read the words surrounding the initial. 
Central to Rudolph's argument is the belief that the artist was reading and 
internalising the argument of the book while decorating the initials, hence Rudolph's 
quotation of a variety of texts not found beside the initial. Rudolph never identifies 
where these texts are located in relation to the initial and whether they appear at the 
head or the foot of the page or are introduced by rubricated letters, features that 
would make them more prominent to the artist. Instead, Rudolph's argument for the 
initials of the Moralia is based on a highly subjective and personal interpretation of 
the text by the artist and the modern historian. 
Rudolph's categorisation of the Moralia initials also emphasises certain features over 
others. He claims that the two main categories of initials in the Citeaux Moralia are 
those depicting violence and those depicting incidents from daily life. These two 
groups account for ninety percent of the initials in the manuscript. However, there are 
more types and degrees of violence and realistic imagery in the Moralia initials than 
the title or the organisation of Rudolph's book suggests. His division of initials into 
twelfth-century Rochester manuscript, London, British Library, MS Royal12.E.xx, fol. 124v; 
Dodwell, Canterbury School, pI. 14c. 
34 
these groups does not acknowledge subtle differences between them. Among the 
initials of the Maralia, there are a series of oppositions in structure and in colour that 
defy the boundaries of the two categories established by Rudolph. For instance, the 
initials might as easily be classified into two other groups. One half of the initials have 
identifiable letter structures and solid coloured backgrounds against which figures are 
placed while in an another set of initials, the figures create the letter and are placed on 
blank vellum with pale washes.89 These alternative divisions demonstrate how the 
separation of initials into groups can influence the analysis of their decoration. 
Perhaps one of the most illustrative ways to demonstrate how subjective and open to 
interpretation such initials can be is to compare the arguments of Heslop and Rudolph 
for two initials from the Cneaux Maralia in Job. Both scholars analysed the initials to 
Books Ten and Thirty-one using related methods, but they have proposed different 
readings for these initials. The initial letter I to Book Thirty-one is figural, consisting 
of a tower with three human figures peering from its ramparts. 90 The central figure is 
in a frontal position, holding a banner and a sword. He is flanked by two warriors in 
armour wearing red and green helmets. Heslop noted that the figures are wearing 
contemporary clothing and that they could illustrate the opening passage of the book, 
a discourse against worldly pride. The figure in the centre, the weakling described in 
the text as being of unexpected strength, contrasts the worldly soldiers beside him. 
Rudolph offered a very different interpretation for this initial. He cited passages much 
further in Book Thirty-one that refer to a watchtower from which the Church may 
detect its enemies. Based on these passages, Rudolph argued that the soldiers 
represent the active life and the contemplative life due to the opposing colours of their 
helmets and their contrasting actions. The figure in the centre he proposed is not a 
weakling but a watchful soul. These two interpretations of the initial draw on separate 
parts of a wide-ranging text, and they highlight visual aspects of the initial, ranging 
89 Compare for example the initials to Books Three, Four, Five, Eight, Ten, Twenty-three and 
Twenty-eight to Books Six, Eleven, Twelve, Fifteen, Sixteen, Twenty-one, Twenty-four and Thirty. 
90 MS 173, fo1. 133v; Rudolph, Violence and Daily Life, pp. 45-48, fig. 32 and Heslop, 'Brief in 
Words', p. 6. 
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from clothing to colour symbolism and the enigmatic gestures of the three figures. A 
contrast is clearly being made between the armoured knights in profile and the central 
frontal figure, but the initial appears to be capable of multiple interpretations. 
A second initial examined by both Heslop and Rudolph is the Q to Book Ten in which 
Christ holds scales and stands on Behemoth while placing his hand on Job's head. 91 
Job holds a sword that is labelled 'lOB' and he kneels, half out of the letter frame, 
beside Christ. The first lines of the text, Heslop noted, describe Job as a mighty 
wrestler who is successful in combating Satan. In the initial, however, Job is not 
depicted wrestling Satan. Heslop compared the subject of the initial, Job's deference 
to Christ, to a vassal-lord relationship in which Job offers service to Christ. Job's 
presence half in and half out of the letter frame may be a means to indicate his worldly 
status. Rudolph disregarded this feature of the initial and focused instead on a passage 
of the book that outlines how the righteous should be obedient and respectful to their 
patrocinium, and he interpreted the figure of Job as a symbol of the entire church. In 
this example, the two interpretations differ in their treatment of Job as a wrestler and 
the significance of his leg that breaks the frame, but they are in general agreement 
concerning the feudal tone of the relationship between Christ and Job. With its 
identifying labels and its composition, this initial offers a clearer basis for 
interpretation than other initials in the Moralia, perhaps accounting for the general 
agreement on its message. 
Given the varying interpretations proposed by Heslop and Rudolph for these two 
initials, one might wonder if inhabited and figural initials are an aspect of twelfth-
century manuscripts that can be explored with any certainty of success. Multiple 
interpretations are possible in these texts since twelfth-century readers read and 
meditated on them with an interest in their levels of meaning. In this light, it is 
91 MS 169, fol. 88v; Rudolph, Violence and Daily Life, pp. 49-52, fig. 14 and Heslop, 'Brief in 
Words', pp. 5-6. 
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probable that the interpretation of inhabited initials could be as wide-ranging as the 
interpretation of the text. 
Nevertheless, the initials examined here have hinted at the wealth of material and 
potential meaning to be found in inhabited initials. The Eadwine Psalter and the 
Citeaux Moralia in Job are exceptional Romanesque manuscripts. Both contain 
inventive imagery in their initials. While some of their initials contain images that 
relate to the text, it is unclear whether these initials should be called historiated. This 
may be because the initials seem to involve allegory rather than narrative. Another 
feature of these two manuscripts is that they contain generic or ordinary human 
figures rather than specific characters or individuals mentioned in the text. Thus, the 
reader's interpretation of them could be subjective. There is room for the reader to 
apply his own meaning to the initials, reading them in a way that makes sense and is 
useful to him. It is also possible that readers might have regarded these initials as 
decorative and would not have analysed them in the ways that Heslop and Rudolph 
have suggested. 
Since the readers of most twelfth-century manuscripts were ecclesiastics who shared 
vows and lived a communal life in which prayer and meditation were valued, it is 
possible and even likely that different readers could arrive at similar interpretations of 
inhabited initials. This may be the case in manuscripts decorated by an artist who also 
shared monastic values and constructed an initial to carry specific meaning. For 
instance, the Rochester Psalm commentary 'Easter initial' can be considered to have a 
dominant reading that is supported visually and textually. The closeness ofthe text to 
the initial and the specificity of the initial's figures lend themselves to a single meaning 
intended by the artist of the manuscript. 
How widespread was literal and allegorical illustration in inhabited initials of twelfth-
century manuscripts? Although Heslop and Rudolph have demonstrated that the 
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audiences of their manuscripts could be prepared to seek such layers of meaning in 
initial decoration, it is not certain whether meaning was commonly sought in initials. 
One means by which to explore whether figurative decoration was used meaningfully 
in a wide range of initials and manuscripts is to pay attention to when and where 
particular images occur. A common motif in twelfth-century initials is a human head. 
Appearing alongside full-length human figures and human hybrids, the head might.also 
be capable of holding meaning and of further articulating the presence and function of 
full-length humans in inhabited initials. 
Human heads in twelfth-century English initials 
As in Francis Wormald's Type II Anglo-Saxon initials, the human head in twelfth-
century initials lacks a body. It is a motif that in its disembodiment could be 
considered a decorative device almost interchangeable with the foliate blossoms to 
which it is frequently attached. Indeed, the decorative potential of such heads is often 
noted in manuscript catalogues where they are variously described as masks, 
grotesques, peering human heads and peeping toms.92 There is no documentary 
evidence that heads were used emphatically or meaningfully in twelfth-century initials. 
Nonetheless, the human head has a formal relationship to human figures and human 
hybrids, and it is a powerful Christian symbol. 
While heads in the foliage of letters or attached to their terminals are not unique to the 
twelfth century or even to manuscripts produced in England, they are most frequently 
associated with English Romanesque illumination. Quantitatively, over 275 initials 
containing human heads may be found in English manuscripts from 1066 to 1200.93 
The manuscripts in which these initials occur are representative of the types of 
manuscripts produced in Britain after the Norman Conquest. Appearing in Bibles, 
92 These are some of the descriptive terms used for the heads in scholarship. Walter Oakeshott is 
responsible for the phrase 'peeping toms' and some of the more eloquent descriptions of the heads, 
The Two Winchester Bibles, pp. 88-9l. 
93 Consult the catalogue in Appendix A for a complete description of these initials. 
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saints' lives, Psalters, patristic manuscripts and glossed commentaries, there is no 
particular text with which heads are associated. While they often appear in inhabited 
and decorated initials, heads can also be found in the terminals and shafts of 
historiated initials such as those in the Winchester Bible (Figs. 141-44, 151-53). 
Furthermore, there is no single letter of the alphabet or favoured place within a 
manuscript where heads occur. A comparison of the fourteen Bibles in the catalogue 
of this thesis reveals that no particular books of the Bible are common sites for initials 
containing human heads. In fact, all of these attributes suggest that the head was a 
decorative device added, like winged beasts, octopus blossoms or white lions, to 
initial letters. 
Perhaps the most striking feature of the heads in twelfth-century manuscripts is their 
diversity and the manner in which they gain the attention of the reader. Unlike the 
dogs or beast masks with which the heads are often found and could be compared, the 
human heads are not repetitious or predictable. In fact, one of the main qualities of the 
head is its individuality. This extends to its placement in the letter, its frontal, three-
quarters or profile view, its colouring, hair and mouth. Many heads wear hats, and 
this seems to be a site for additional invention. In this respect, the heads are an 
example of the twelfth-century interest in varietas or variety. 
Unlike the drawings of heads, hands or human figures added to the margins of 
medieval manuscripts, the human heads found in twelfth-century initials are an integral 
part of the manuscript's decoration.94 They are outlined and painted in the colours of 
the initial and in some cases have plain vellum for their faces. The initials of the Auct 
Bible demonstrate the planning required for some heads. Embedded in richly coloured 
and illuminated initials, human heads occur with white vellum faces (Figs. 132 & 
134). Although a few of these faces appear to lie on vellum that has been scraped or 
94 Some twelfth-century manuscripts have human heads that have been added to the bowls of round 
letters like 0 or P. These heads are not included here unless they are drawn in the original ink of the 
text or the rubrication. 
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erased, they are often the only element of the initial that is not painted. An initial in a 
twelfth-century copy of Augustine's Enarratianes en Psalm as 1-50 from Lincoln 
Cathedral contains what might be expected to be a more typical occurrence. A profile 
face in the foliage of the bowl has a streak of blue paint bisecting its cheek, apparently 
since the artist inadvertently painted over the face after outlining it (Fig. 85). Oddly, 
the blue streak remains in the initial as evidence of the artist's mistake. 
Heads as decorative features ofRomanesque initials have been noted in scholarship on 
manuscripts. In his 1966 study of the Bury Bible, C.M. Kauffmann devoted a page to 
the bearded and open-mouthed human heads appearing in several initials of the 
surviving Old Testament volume (Figs. 1-10). Describing human heads as the Bible's 
"most popular motif', Kauffmann argued that they are an "ubiquitous" feature of 
twelfth-century English initial decoration, and he cited thirty-three English 
manuscripts up to 1140 in which they appear. Kauffmann argued that the heads reflect 
a particularly English love of monstrous and grotesque forms and that the strong 
presence of heads in the Bury Bible might indicate an English artist. He wrote that the 
human heads were the result of Anglo-Norman cross-currents, and "there can be no 
doubt that this motif was developed and exploited to the full in England,,95 
Several years later and in the context of the illumination of Mont St. Michel 
manuscripts, Jonathan Alexander examined the heads appearing in initials of his Late 
Group manuscripts of 1075 to 1100.96 These heads appear on the curling terminals of 
letters and sometimes wear pointed hats (Figs. 167 & 168). Acknowledging 
Kauffinann's scholarship on such heads and the tendency for them to appear in 
English initials, Alexander explored possible sources for the motif in Persian and 
eastern textiles and in folk tales ofthe talking tree. 97 However, both scholars stressed 
95 Kauffmann, 'The Bury Bible', p. 79. 
96 Alexander, Norman Illumination at Mont St. lvfichel, p. 207. 
97In particular, Alexander makes reference to a sixth-century Antinoe silk with human profiles 
sprouting from its foliate branches. Norman Illumination at Mont St. Michel, p. 207, n. 4. 
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the English and the twelfth-century predominance of these heads as well as their 
decorative appeal. 
It is not impossible that these heads held meaning for their audiences since the human 
head is a Christian symbol. The human head is used as a symbol in the Bible where 
Christ is called the head of man in Colossians 1: 18 and I Corinthians 11: 3. 98 In these 
passages, often employed as models for Christian society and behaviour, the head is a 
guiding part of the body. While the head can be a symbol of power, leadership and 
divinity, it exerts this power in relation to a body. Body politic models describe the 
king or the pope as the head of the body and the church or the nation as its limbs.99 
Given this theological, literary, political and liturgical background, might the human 
heads in twelfth-century initials be interpreted as symbols of Christ? While this 
question can not be answered with certainty, it can be noted that the human heads in 
twelfth-century initials lack haloes and often have grotesque features (Figs. 25, 27 & 
77). Also, several heads can appear in a single initial, weighing against the 
interpretation of a head as a symbol of Christ. 
The human head is part of a decorative vocabulary employed in twelfth-century 
initials that includes beasts, hybrid creatures and luxurious foliage blossoms. The 
head, however, is part of a man and evokes humanity on some level. The human head, 
in contrast to a hand or a foot, is a body part that might trigger ideas of human 
identity and reason. Could the head be a means of recognition for the reader, a type of 
self-portrait to engage his attention? Self-recognition and self-knowledge were a 
pervasive part of twelfth-century intellectual thought in a period in which the Delphic 
phrase "know thyself' was a favourite maxim of Bernard of Clairvaux and others. !0O 
98 Christ is called the Head in the mass sequence for Thursday of Whitsun Week in the Sarum 
Missal. The Sarulll Alissal, tr. F.E. Warren, London, 1911, vol. 1, p. 351. Augustine and Jerome, in 
their commentaries on Psalms 42, 129 and 136, also describe Christ as the Head. Augustine, PL 37, 
cols. 1703 and 1773 and Jerome, PL 26, col. 880. 
99 E.H. Kantorowicz, The King's Two Bodies: A Study in1vfediaeval Political Theology, Princeton, 
1957, pp. 70 and 74. 
looColin Morris, The Discovery of the Individual, 1050-1200, Toronto, 1972 and 'Individualism in 
Twelfth-Century Religion. Some Further Reflections', The Journal of Ecclesiastical History, 31/2, 
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Monastic reading and prayer involved introspection and concern for one's own 
salvation, thus requiring a degree of personal identity with texts and their ideas. 
To date, human heads have not been specifically examined in terms oftheir location 
and treatment within a single manuscript. Nor have they been considered a feature of 
inhabited initials equal to human figures or hybrid creatures. How the reader would 
have understood the head is unclear. This thesis will examine eight twelfth-century 
English manuscripts in which a significant number of initials with heads are found. 
The manuscripts selected for study were produced for ecclesiastical communities by 
monastic and professional artists, and they share an interest in unusual and evocative 
human figures. While some ofthem have been the subject of scholarly research, most 
are unstudied and their initials are unpublished. The goal of the following chapters is 
to set these initials into a framework of monastic or meditative reading and to suggest 
ways in which audiences might have read these initials. While it is impossible to 
determine exactly how a reader might have understood an inhabited initial or the 
meaning that he saw in the human head, it is possible to deduce underlying tendencies 
in the application ofthe human head to an initial. The relationship of human heads to 
their surrounding text, the ways in which artists borrowed and reused motifs and the 
manner in which the initials of a manuscript function as a unit provide clues about the 
ways in which contemporaries might have interpreted the human head. 
1980, pp. 195-206. See also Caroline Walker Bynum's review, 'Did the Twelfth-Century Discover 
the Individual?' The Journal of Ecclesiastical History, 31/1, 1980, pp. 1-17. 
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Chapter Two: Two Manuscripts from Durham 
Cathedral: A Case Study 
Durham Cathedral had one of the earliest and most prolific Anglo-Norman scriptoria. 
A recent estimate suggests that over 110 manuscripts were produced for Durham 
from the Norman Conquest to 1130. 1 Influenced by books imported from Normandy 
by Bishop William of St. Carilef, Durham quickly developed a 'house style' based on 
Norman and Anglo-Saxon styles of illumination. Many of the surviving Durham 
manuscripts are patristic texts with decorated initials containing foliage scrolls, biting 
beasts and human heads. These books furnished the library of the priory and were 
intended to fulfil the intellectual and scholarly interests of the Durham monks. 
In the twelfth century, Durham had a reputation for learning that was supported by its 
monastic school. One of S1. Cuthbert's posthumous miracles involved assisting a 
monk with his Latin. The monk, a member of the knightly class, was unable to read 
Latin and was ridiculed by his brethren until Cuthbert intervened and helped the monk 
to read his Latin texts? This anecdote suggests the seriousness with which members 
of the monastic community, as well as their patron saint, took learning. The Durham 
emphasis on studying is given a visual expression in an early twelfth-century Durham 
initial. In Durham, Dean and Chapter Library, MS Hunter 100, a collection of medical 
and astrological texts, an initial letter A consists of two red-outlined human figures, 
one beating the other with a switch. 3 In the margin beside the initial is the note: 
"wisdom that is not willingly sought, with the rod must needs be taught".4 A 
persuasive visual reminder to study the text seriously or else face the schoolmaster's 
I In his catalogue of English manuscripts made from ca. 1066 to 1130, Gameson lists III manuscript 
from Durham. The Manuscripts of Early Norman England, p.2, n.6. 
2 This anecdote was told by Reginald of Durham. For the library and school at Durham, see A. 
Lawrence, 'The Artistic Influence of Durham manuscripts', pp. 451-52 and Croydon, 'Abbot 
Laurence of Westminster and Hugh of St. Victor', pp. 169-71. 
3 Durham, Dean and Chapter Library, MS Hunter 100, fol. 44; Mynors, Durham Cathedral 
Manuscripts, cat. no. 57, pI. 37b. 
4 Afflicitur plagis qui non vult discere gratis; Mynors, Durham Cathedral Manuscripts, p. 50. 
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rod, the initial provides a further example of Durham's rigorous intellectual standards. 
In this particular case, the decoration of the initial could have won the reader's 
attention for its relevance to his own life. In his reading of other Durham manuscripts, 
a Durham monk might have been led to consider their colourful and human-filled 
initials. 
A prime candidate for the study of figurative initials is an early twelfth-century copy 
of Augustine's de Trinitate (Durham, Dean and Chapter Library, MS B.H.26). A 
manuscript that is largely unknown, only two of its fifteen initials have appeared in 
pUblication. 5 The human heads and figures that appear in the decorated initials of the 
Durham de Trinitate are the main focus of the initial decoration as they turn to face 
the text, wrestle with animals or have hybrid beast bodies (Figs. 49-61). These initials 
not only delight and entertain the reader, but they invite examination for their unusual 
forms and their placement in the manuscript. A second Durham manuscript by the 
same artist is a copy of Jerome's Commentarium in Isaiam (Durham, Dean and 
Chapter Library, MS B.H.8). This manuscript has a more varied scheme of decoration 
including historiated, inhabited and decorated initials. Both manuscripts are notable 
for the experiments with human figures in their initials. Hybrid figures and half-men 
like those in the Cileaux manuscripts are found in the initials of both patristic 
manuscripts where these figures are engaged in struggle. Since the decorative scheme 
of the de Trinitate is more consistent and is composed only of inhabited initials, it will 
be addressed first. The Jerome commentary predates the de Trinitate slightly and 
reflects an earlier stage in the artist's use ofthe human figure. 
5Durham, Dean and Chapter Library, MS B.II.26 is described and illustrated in the following 
catalogues: Kauffmann, Romanesque lvlanuscripts, cat. no. 28, fig. 65 and Mynors, Durham 
Cathedrallvlanuscripts, cat. no. 62. 
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Durham, Dean and Chapter Library, MS B.IL26 
Many curious features could have drawn the attention of the reader to the initials of 
MS B.II.26. All fifteen initials in the manuscript contain human and animal figures 
with humans dominating eleven of the initials. Not only are the humans larger than the 
animals, but they are the most obtrusive portions of the initial decoration. In the 
initials to Books Two, Eight, Eleven and Twelve, human heads protrude from the 
letter and are highlighted against the blank vellum ofthe page (Figs. 50, 55, 58 & 59). 
Not the least provocative is the presence in one initial of a goat that holds and 'reads' 
a book (Fig. 56). References to the text may be found in the initial decoration since 
the word homines, men, consistently appears in the text beside initials containing 
human figures (Figs. 50, 52, 58 & 59). In some initials, the presence of three figures 
or three heads might be interpreted as a sign of the text's subject, a discussion of the 
Trinity (Figs. 52, 56 & 61). 
These initials are all the more interesting because they enliven an important patristic 
text. Augustine's de Trinitate is concerned with the doctrine of the Trinity, 
particularly the equality of the three persons of the Trinity. It contains Augustine's 
arguments on how the image of the Trinity may be found in the mind of man. 
Augustine commenced the theological treatise in about 399 and worked on it through 
422.6 A challenging undertaking, the de Trinitate was written not to dispel a 
contemporary heresy or dispute but to explain a fundamental Christian belief. 
Augustine himself recognised that it was a weighty text that would be difficult for 
readers to understand. In 415 he wrote to Bishop Evodius that, "I have no desire to 
give my attention to the books on the Trinity ... because they are too exacting a 
work, and I think they are comprehensible to few". 7 
6 Stock, Augustine the Reader, pp. 243 and 407, n.!. 
7 Ita ut nee libros de Trin i tate, quos diu in manibus verso l1undumque eomplevi, modo attendere 
velim, quoniam nimis operosi sunt, et a paucis eos inte/legi posse arbitor, Letter 169 in PL 33, cois. 
742-748, esp. 743. 
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Although Augustine was not the only patristic writer to address the subject of the 
Trinity, he is considered to be one of the most authoritative. Greek fathers including 
Athanasius, Gregory of Nazi anus and Basil wrote on the Trinity prior to Augustine, as 
did the Western theologian Hilary of Poi tiers. Augustine cites Hilary in his de 
Trinitate, but in general he disagreed with the arguments of the Greeks and omitted 
them. Few later Western writers challenged Augustine's arguments on the Trinity, and 
most cited his work. In the thirteenth century, Thomas Aquinas acknowledged and 
borrowed several of Augustine's arguments when discussing the Trinity in his Summa 
theologia. 8 
Despite its difficult concepts, Augustine's de Trinitate was read frequently. Over 233 
copies are known from the ninth to the fifteenth centuries.9 In twelfth-century 
England, more than ten copies and extracts from Augustine's de Trinitate survive 
from the libraries of Durham, Rochester, St. Mary's ofCirencester, St. Augustine's 
Abbey and Christ Church, Canterbury, among others. 10 All of these copies were made 
in the first half of the twelfth century when evidence suggests a special interest in the 
reading of Augustine. 11 Augustine's writings form a high percentage of the patristic 
works copied for the libraries of Anglo-Norman monastic communities and read 
privately in the cloister and publicly at mealtimes. 12 The contents of these volumes 
were also discussed by members ofa community. A letter exchanged in 1096/97 
between Anselm, archbishop of Canterbury (1092-1109), and the monks of St. Albans 
8 Thomas Aquinas quoted Augustine's de Trinitate in his Summa Theologia, I, Qs. 27-43, esp qs. 3S-
38 & 43. 
9Saint Augustine: The Trinity, tr. S. McKenna, The Fathers of the Church Series, vol. 4S, 
Washington, D.C., 1963, p. vii. 
10 The Rochester and Canterbury copies are: London, British Library, MS Royal S.B.IV (Rochester), 
Cambridge, Trinity College, MS B.3.31(Christ Church) and Oxford, Bodleian Library, MS Lat. Th. 
b. 2 (fragment from St. Augustine's Abbey). The Cirencester copy is Hereford, Cathedral Library, 
MS P.S.3 (Fig. 70). Richard Gameson cites several additional twelfth-century fragments and extracts 
of the de Trinitate. Gameson, The Manuscripts of Early Anglo-Norman England, nos. l3e, 42Se, 
482e, 662, 741, 7S0 and 812. 
II Richard Gameson noted recently that more than one-fIfth of all manuscripts produced in England 
from 1066 to 1130 were copies of Augustine's works. Gameson, The Manuscripts of Early Norman 
England, pp. 31-32. 
12 Augustine's de Trinitate is one of the volumes included on a twelfth-century Lenten reading list 
from the Cluniac monastery of Far fa. Decreta Lanfranci, Appendix A, p. lSI. 
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Abbey reveals contemporary debates on the Trinity and an interest in Augustine's 
work. The subject of the letter is the difficulty that the S1. Albans monks were having 
in understanding the triune nature of God. In his reply to the St. Albans monks, 
Anselm referred them to Augustine's de Trinitate. 13 
The debates of the S1. Albans monks can also be related to currents in twelfth-century 
intellectual thought. As Colin Morris has demonstrated, the twelfth century was a 
period of self-discovery, at the core of which were questions about man's relationship 
to God, Christ's incarnation and the nature of the Trinity .14 Many of Anselm of 
Canterbury's theological works, including his Monologion, Proslogion and Cur Deus 
Homo, concern an understanding of the existence and nature of God. In the 
introduction to his Mon%gion, Anselm cites his indebtedness to Augustine on 
questions of the Trinity. He requests that his reader "first make a careful and thorough 
reading of the books On the Trinity of the aforementioned learned Augustine and then 
judge my little treatise on the basis of them" .15 For monks, the Trinity was a 
significant subject of prayer and meditation. A devotion to the Trinity emerged in the 
tenth and eleventh centuries and can be seen in the tenth-century Regularis Concordia 
which required a monk to invoke the Trinity on waking and to recite the Trina O1'atio 
three times a day. 16 Such practices may have persisted in the twelfth century when 
there is an increase in depictions of the Trinity in sculpture and manuscript 
illumination. It is this setting of contemplative reading and study of the Trinity in 
which the initials ofMS B.II.26 should be placed. 
With a thirteenth-century Durham ex libris on folio 5 and decoration consistent with 
other Durham manuscripts, MS B.II.26 is assumed to have been at Durham since its 
13 Letter 204, The Letters o/Saint Anselm o/Canterbury, tr. W. Frohlich, Cistercian Studies Series 
96 & 97, Kalamazoo (MI), 1993, vol. 2, pp. 141-43. 
14See Morris, The Discovery o/the Individual. 
15Monologiul11, preface. Anselm o/Canterbury: The Major Works, tr. B. Davies and G. R. Evans, 
Oxford, 1998, p. 6. 
16 See B.C. Raw, The Trinity and Incarnation in Anglo-Saxon Art and Thought, Cambridge, 1997 
and the Regularis Concordia, Chapter 1, part 15 and 16, pp. 11-12. 
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production ca. 1120-30. 17 A modestly sized and decorated manuscript, MS B.II.26 
reflects the influence of Norman illumination at Durham. Norman artists, working 
both in Normandy and in Durham, executed several Durham manuscripts including 
MS B.II.21, MS B.II.13 and MS B.II.14 in the late eleventh and early twelfth 
centuries. The initials of these manuscripts with their bright background colours, 
white foliage scrolls and schematic beading probably influenced the artist ofMS 
B.II.26 (Fig. 47). Nevertheless, the initial decoration ofMS B.II.26 is considered 
Romanesque due to its love of surface pattern and heavy black outlines. The human 
figures in the Durham de Trinitate have round heads with large sloping foreheads and 
noses, blonde hair and thick arched eyebrows. Dog-like quadrupeds, the most 
common type of animal found in the initials, have stylised stomach muscles, biting 
heads and long twisting tails. The consistency of details and colouring in the initials as 
well as the repetition of forms like a folded beast with his paws wrapped around his 
body (Figs. 52, 53, 59 & 60) suggests that a single artist painted the initials. 
Several aspects of the production ofMS B.II.26 indicate an unusually close 
relationship between the initial decoration and the text. Each initial is set into the text 
column with the shaft spilling into the centre or left margin. Five to ten lines of text 
are indented for an initial, and the letters fit snugly into these indentations. In fact, 
portions of the text are written over almost every initial in the manuscript. In several 
instances the text overlapping the initial is in darker ink than the text block. This may 
be seen in the initial to Book Four in the words huic and nosse, the initial to Book 
Five where the entire first lines of the book are written in darker ink and the initial to 
Book Twelve where the c of comune is written over the decoration (Figs. 52 & 59). 
Although it is not unusual for differences in ink colour to occur in a manuscript, these 
variations suggest that the text may have been damaged in the decoration process and 
touched up afterwards with a fresh batch of ink. 
17 R.A.B. Mynors dated MS B.1I.26 to the "early twelfth century" while C.M. Kauffmann dated it ca. 
1120. Although a more precise date is unlikely to emerge, MS B.II.26 can be placed in a relative 
chronology of twelfth-century manuscripts, particularly those of Durham Cathedral. The relation of 
MS B.II.26 to other Durham manuscripts is addressed in the second portion of this chapter. 
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Many initials in MS B.II.26 are zoomorphic with animals, human figures and heads 
forming part or all of the letter structure. In some cases, the figures make the letter 
challenging to identify. In the initials to Books Nine and Eleven, the Durham artist 
solved this problem by using broad panels of background colour to indicate the letter 
(Figs. 56 & 58). However, in the initials to Books Two, Three and Fourteen, such 
solid colour panels are absent, and the letters are more difficult to decipher, forcing 
the reader to study them carefully (Figs. 50, 51 & 61). The use of figurative forms for 
structural purposes has an added effect; the human and animal forms become part of 
the text since they physically create its opening initial. Even though not all of the 
initials are zoomorphic, some ofthe most assertive initials in MS B.II.26, like those to 
Books Three, Nine, Eleven, Twelve and Fourteen, are partially or wholly zoomorphic 
(Figs. 51, 56, 58, 59 & 61). 
The precision of the faces, orientations and body structures of these figures invites 
attention. For instance, the bearded head on the man in the initial to Book Fourteen is 
also found on a hybrid creature in the initial to Book Eleven (Figs. 58 & 61). One 
head is attached to a naked human body while the other is part of an unusual hybrid 
creature. If Bernard of Clairvaux' s statement that monks spent hours reading in the 
monstrous forms of cloister capitals is believed, then the readers of this manuscript 
might have wondered: does a bearded head on a man have a different significance 
from a bearded head on a hybrid figure? How do human heads without bodies relate 
to both of these figures? In the context of this particular text, it is striking that 
Augustine states from Book Eight onwards that the Trinity is not to be sought in 
corporeal forms but in the mind. Yet, inventive figures that evoke the text are found 
throughout the initials ofMS B.II.26, a manuscript made in the monastic scriptorium 
of Durham and intended for communal use. The following study will demonstrate 
that a discerning reader could have picked significant textual themes out of many of 
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the initials, suggesting that he was aided by an artist who was also interested in 
supplying specific meaning to the human forms in the initials of this manuscript. 
Augustine's de Trinitate is prefaced by his letter to Aurelianus and his Retraction on 
the Trinity in which he laments the circulation of the text before he was able to correct 
it. To emphasise this point, Augustine lists three corrections to Books Eleven and 
Twelve in his Retraction. IS In MS B.II.26, the initial to the Retraction is an enlarged 
letter decorated with gold. A column of interwoven acanthus tendrils, the letter L is 
topped by a fantastic creature with a red tongue and golden wings (Fig. 49). At the 
base of the initial, a foliate crossbar ends in a golden beast head holding a profile 
human head in its mouth. The human head is outlined in brown ink and has a large 
sloping nose and a moustache. It faces away from the text towards the left margin of 
the folio. The creatures in the initial form a trinity of different beings: a winged beast, 
a human and an animal. The initial also contains the only gold in the manuscript, 
suggesting that it was intended to supply an ornamental opening for the manuscript. 
On the recto facing the Retraction initial is a letter I to Book One. Half the size of the 
L on the verso, it has no gold and is sandwiched between the text columns. 19 The 
shaft of the initial is formed by two beasts, one winged with a foliate tail and the other 
a dog-like creature who bites his companion's neck. Lacking human figures and 
containing imagery which is common in Romanesque initials and sculptural capitals, 
this initial cannot be 'read' easily alongside the text of Book One in which Augustine 
introduces questions frequently raised about the Trinity and outlines the goals of the 
treatise. 
The initial to Book Two is decorated with three heads, one animal and two human 
(Fig. 50). A letter C composed of uncoloured foliage scrolls set against a red, blue 
and yellow ground, its terminals sprout large human heads. A structural opposition is 
18CCSL, 57, Retractationes II, xv, pp. 101-102. 
19The Retraction initial is 164 mm high in comparison to the 83 mm of the initial to Book One. 
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found in the human heads; one faces the text with a closed mouth while the other 
looks towards the centre of the initial with an open mouth. The second word of the 
text, in capitals near the upper head, is homines. The proximity of the human heads to 
this word suggests that the artist might have read the word men beside the initial and 
added human heads to illustrate the text. 
The biting dog head in the left frame of the initial may have a similar textual source. A 
dog is mentioned in the preface of Book Two when Augustine describes his desire to 
be read closely, criticised and attacked by "the dog's tooth" rather than be admired by 
fiatterers. 20 The shared form of the three creatures, that they are heads without 
bodies, suggests that these motifs may have been selected intentionally and that they 
share a dependence on the text beside the initial. It is not immediately clear, however, 
why the lower human head looks inward rather than towards the text and why his 
mouth is open. Book Two opens with the statement, 
when men seek to know God and bend their minds to the understanding of the 
Trinity according to the capacity of human weakness, they learn by experience 
and the wearisome difficulties of the task, whether by the sight of the mind 
striving to gaze upon light unapproachable or from the manifold and various 
modes of speech employed in the sacred writings.21 
If this line is understood as indicating the twin ways in which men learn, through sight 
and through speech, then the human heads might illustrate these means of learning. 
The lower head with his open mouth could represent speech. His turning away from 
the text serves to emphasise the textual orientation of his silent companion. 
Meanwhile, the dog head that bites the letter frame could be compared to the critical 
reader who chews on and attacks Augustine's words. This 'reading' of the initial 
takes into account all the figurative forms in the letter and the text directly beside it. 
20Dentel11 autem caninul11 vel evitat cantissima humilitas. Book Two, preface. PL 42, col. 845. 
21 Cum homines Deum quaerunt, et ad intelligentiam Trinitatis pro captu injirmitatis humanae 
animum intendunt; experti difJicultates laboriosas, sive in ipsa acie mentis conantis intueri 
inaccessibilem lucel11, sive in ipsa multiplici et multil110da locutione Litterarum sacrarum. Book 
Two, preface. PL 42, col. 845. 
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A triune organisation is present again in the initial to Book Three where three 
creatures create a compact zoomorphic design of a bearded human head on its side 
between the mouths of two dogs (Fig. 51). The composition and structure ofthis 
letter C appears with variations in twelfth-century illumination22 as well as in Celtic, 
Scandinavian and Near Eastern metalwork and textiles. 23 Despite the widespread 
appearance of this motif, there is no surviving metalwork, textile or sculpture from 
Durham that can be identified as the source of the de Trinitate initial. The Book Three 
initial contains no extraneous details and can be noted for its simplicity. The human 
head is the only one in the manuscript to have a frontal face and a long beard. In order 
to examine the initial, the reader must alter his position or turn the book in order to 
see the human head upright. Book Three discusses revelations of God in the Old 
Testament; Augustine describes how God showed himself in veiled forms to 
Abraham, Jacob and Moses, arguing that "God was revealed to man in a symbolic 
manner" . 24 
Explanations have been offered elsewhere for the motif of a man caught between two 
beasts; they may be relevant to this initial since the motif might have been 
recognisable to a twelfth-century reader. In art and theology, this motif has been 
compared to Christ's position between Moses and Elijah at the Transfiguration, 
Christ's Crucifixion flanked by two thieves and Christ's arrest by two captors. The 
motif has been traced to Sumerian seals and tapestries that depict Gilgamesh, a 
warrior hero standing triumphant between two lions. The Gilgamesh motif is 
22Contemporary with MS B.II.26 is the initial D to the Passion of St. Maximus in the Christ Church 
Passional, London, British Library, MS Harley 624, fol. 114v (Fig. 24). Related initials may be found 
in a Christ Church copy of Ambrose's commentary on Luke and in the Rochester Bible initial to the 
Gospel of Matthew (Figs. 17 & 101). Another example is Glasgow, University Library, MS Hunter 
438, fol. 80v. 
23 A few of these objects are a sixth-century buckle from Hontheim, Germany with a bearded male 
head held in the mouths of two fish. A fibula from Schelswig borrows a similar composition. 
Another contemporary variation of the motif appears on a purse lid ca. 800 from Sutton Hoo in 
which the motif consists of a full-length frontal man standing between two lions that bite his head. 
SeeR. Avent & V. I. Evison, 'Anglo-Saxon Button Brooches', Archaeologia, 107, 1982, pp. 77-124, 
pI. XVIII e and L. Jordan, 'Demonic Elements in Anglo-Saxon Iconography', Sources of Anglo-
Saxon Culture, ed. P. E. Szarmach with the assistance of V.D. Oggins, Studies in Medieval Culture, 
20, Kalamazoo (MI), 1986, pp. 287-90, figs. 3-6. 
24 Ubi Deusjigurate demonstraretur hominibus. Book Three, chapter 3,27. PL 42, col. 886. 
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considered influential in medieval iconography.25 Helen Roe argued that the motifs 
presence on fifteen Irish High Crosses reflected a Christian re-interpretation of the 
Gilgamesh legend as Daniel in the Lion's Den. A. T. Lucas, in reviewing Roe's work 
and discussing the Gilgamesh-Daniel image, suggested that the Septuagint translation 
of Habakkuk 3.2, "in the midst of two living things you will make yourself known", 
might provide a Scriptural source for the motif26 Lucas noted that Jerome referred 
several times in his commentary on the Minor Prophets to Habakkuk 3.2 and the 
multiple ways in which the passage could be understood. Jerome wrote that the verse 
alluded to the Crucifixion of Christ between the two thieves and that it could also 
refer to the Trinity. 27 It has been argued that the Arrest of Christ miniature in the 
Book of Kells alludes to this passage in Habakkuk since the Canticle of Habakkuk 
was sung on Good Friday as part of the Easter liturgy?8 In the Kells miniature, Christ 
is flanked by two figures who have been identified as the soldiers arresting Christ.29 
To the reader of the Gospel book, Christ's frontal position between the smaller 
soldiers in profile was a sign of his divinity. These Insular examples, in stone and on 
vellum, demonstrate how variations of the man between two beasts motif could be 
recognised and used in a Christian context. 
In Book Three of the de Trinitate, Augustine does not cite Habakkuk 3.2, but he 
describes revelations of the Trinity and pays particular attention to the unexpected 
ways in which God reveals himself to man; 
Sometimes the Father, at other times the Son or the Holy Spirit ... made 
himself known by means of his angels. Although he appears in visible and 
sensible forms, still He does so through his own creature, not in His own 
25 An eighth-century Iranian silk known as the Shroud of St. Victor in the cathedral treasury of Sens 
portrays such a Gilgamesh motif and suggests that similar tapestries may be responsible for the 
introduction of the motif to Northern Europe. A T. Lucas, "In the Middle of Two Living Things': 
Daniel or Christ?' Figures from the Past: Studies on Figurative Art in Christian Ireland in honour of 
Helen 1vf Roe, ed. E. Rynne, The Royal Society of Antiquities ofIreland, 1987, pp. 92-97. 
2~ucas, "In the Middle of Two Living Things', pp. 95-97. 
27Jerome, Commentarii in Prophetas Nfinores, CCSL, 76A, pars 1,6, pp. 620-21. 
28B. 6'Carragain, "Traditio evangeliorum' and 'sustentatio': The Relevance of Liturgical 
Ceremonies to the Book of Kells' , The Book of Kells: Proceedings of a Conference at Trinity 
College Dublin, ed. F. O'Mahony, Aldershot (Rants.), 1994, pp. 422-23. 
29 Dublin, Trinity College, MS AI.6, fol. 114; The Book of Kells: Proceedings of a Conference, pI. 
28. 
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substance, for in order to see this substance our hearts are cleansed through all 
those things which are seen by our eyes and heard by our ears.30 
This passage hints at the beatific vision of God described in I Corinthians 13: 12 in 
which a face-to-face vision of God is promised in heaven. It also provides a textual 
basis for seeing the MS B.II.26 initial as a revelation of God. In pausing to consider 
the frontal face in this letter, the reader encounters a vision of the Trinity through 
creatures rather than an image of God or Christ in Majesty. The initial provides a 
veiled vision of God like the revelations described in the book. Several features of the 
initial such as its triune structure and the sideways human head with its Christ-like 
physiognomy aid such a reading of the initial. However, in order to discover a 
connection between the text and the initial decoration, the reader must recognise the 
image as potentially symbolic. This reading of the initial also requires knowledge of 
the entire book since the discussion of God's revelations is a pervasive part of the 
book that is not found immediately beside the letter. 
Book Four opens with a letter S decorated with an acanthus frieze, scrolling foliage 
and three animals. A dog and a beast head fill the upper bowl while another beast 
occupies the lower bowl. There is some awkwardness in the drawing of these three 
creatures, especially in the lopsided lower figure that has only one leg and a scrolling 
green tail. Likewise, the relationship of the two beasts is confusing since one lacks a 
body and emerges from the neck of the other in a disorienting fashion. In Augustine's 
preface to Book Four he describes how self-knowledge is necessary to the love of 
God. Unlike the previous initial, this letter does not have any humans and is 
comprised of conventional Romanesque forms. 
Multiple human and animal figures decorate the shaft and bowl of the letter H to 
Book Five (Fig. 52). A trio of animal heads emerges from the upper shaft, two human 
30Et aliquando Pater, aliquando Filius, aliquando Spiritus sanctus, aliquando sine ulla distinctione 
personae Deus per illos jigurabatur, etsi visibilibus et sensibilibus formis apparens, per creaturam 
tamen suam, non per substantiam, cui videndae corda mundantur per haec omnia quae oculis 
videntur et auribus audiuntur. Book Three, chapter 3, 27. PL 42, col. 886. 
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heads adorn the lower shaft, and the bowl of the letter is filled with three beast heads, 
a human head, a hand and a full-length beast. The numerous forms in the initial and 
their cramped arrangement in the bowl and on the ends of the shaft is confusing. 
Although the text beside the initial contains the word hominem twice, nowhere does it 
refer to dogs or to beasts. The decoration of the initial to Book Six also lacks clarity 
and shares the theme of human struggle with animals (Fig. 53). With three animals 
and two human heads, the letter E has a zoomorphic structure. The centre dog is 
hopelessly twisted and flattened, his form dictated by his function as the crossbar of 
the letter. The human heads have curling moustaches like the human head facing a 
dog head in the bowl of the initial to Book Five. Moustaches appear on humans in 
two other initials ofMS B.II.26, the opening letter L to the Retraction and the initial 
to Book Fourteen in which a naked man wrestles a green beast (Figs. 49 & 61). In 
each of these cases, the moustached head confronts a beast. The precise use of this 
detail in the initialsofMS B.II.26 suggests that it is a conscious element linked to 
these images of struggle and violence. 
Books Five and Six contain Augustine's refutation of the Arian heresy, a particularly 
threatening heresy introduced by Arius in the third century. Denying the equality of 
the three persons of the Trinity, Arius interpreted Scriptural passages referring to God 
the Father and Christ the Son literally. His followers, the Arians, believed that since 
God begot the Son and the Holy Spirit, they were less than God and thus not equal 
parts ofthe Trinity. Augustine'S debates with the Arian bishop Maximinus did not 
occur until 428, after the de Trinitate was written, but he must have felt earlier that 
their arguments were powerful and highlighted a difficult aspect ofthe Trinity. Book 
Five examines the texts used by the Arians to argue that the three persons of the 
Trinity were not equal while Book Six continues Augustine's attack on the Arians, 
focusing on Paul's statement in I Corinthians 1:24 that Christ is the power and 
wisdom of God. Can the struggle depicted in the initials to Books Five and Six be 
related to Augustine'S efforts to refute the Arian heresy? 
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In Book Five, Augustine refers to the Arians as "our adversaries ofthe faith", but he 
does not call them animals.31 In the initials of the Durham de Trinitate, the lean 
creatures that attack men in several initials, including those to Books Three, Five and 
Six, have dog-like features. Although their ears are small, these creatures have the 
long snouts of dogs or wolves rather than the flat noses of cats. The lack of fur on 
their bodies also distinguishes them from wolves or lions. In Scripture and in medieval 
polemics, enemies were often called beasts or dogs. In the New Testament dogs are 
grouped with murderers, sorcerers and liars in Revelations 22: 14-15. Paul's epistle to 
the Philippians warns, "beware of dogs, beware of evil workers" (Philippians 3 :2). In 
the twelfth century, Christian polemicists such as Peter of Blois described their 
enemies, the Jews and the Muslims, as dogs.32 In addition, medieval fables often cast 
dogs in the role of impure, restless and noisy creatures sometimes associated with 
envy and greed, and many bestiaries repeat these characterisations while also praising 
dogs for their loyalty and faithfulness. 33 In the Durham de Trinitate, the dog-like 
creatures can be associated with their more negative qualities since they have open 
and biting mouths. 
Complementing the literary evidence for deprecating one's enemies by comparing 
them to beasts is a visual tradition of depicting Arius as a beast and of depicting 
Christ's tormentors as dogs. In twelfth-century manuscript illumination, an enemy 
such as Satan or the heretic Arian could be depicted with bestial features. The 
31 Book Five, chapter 3, 4 and chapter 6, 7. PL 42, cols. 913-14. 
32Peter the Blois, in a letter to Archbishop Baldwin of Canterbury about the Crusades, wrote "I 
believe that it is entirely acceptable for the filthy dogs [the Muslims] to be driven out of the Holy 
Land", P. J. Cole, "0 God, the Heathen have come into your inheritance', (ps. 78.1): The Theme of 
Religious Pollution in Crusade Documents, 1095-1188', Crusaders and Muslims in Twelfth-Century 
Syria, ed. M. Shatzmiller, The Medieval Mediterranean, vol. 1, Leiden, 1993, pp. llO-li. 
33 Although each manuscript of the bestiary contains variations derived from several sources, they 
have many similarities and core texts. On the "false homogeneity" of scholarship on bestiaries, see R. 
Baxter, Bestiaries and Their Users in the Middle Ages, Stroud, 1998. The common description of the 
dog in a bestiary emphasises features such as his loyalty, his ability to detect a murderer, his barking 
and restlessness as well as his habit of returning to eat his own vomit. J. E. Salisbury, 'Human 
Animals of Medieval Fables', Animals in the Middle Ages: A book of Essays, ed. N.C. Flores, New 
York, 1996, p. 56, nn. 18-22. 
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miniature of the Temptations of Christ in the Winchester Psalter of ca. 1150 portrays 
Satan as a beast with claws, fur and a bestial head.34 As Walter Cahn has 
demonstrated, Arius was the archetypal heretic and enemy in the medieval period.3s 
He often appeared with Satan at the feet ofthe Lord in illuminations of Psalm 109, a 
key text in the refutation of Trinitarian heresies. In two English miniatures depicting 
the Trinity, deformed and bestial figures of Arius and Satan have fur and claws and 
are found below the feet of Christ, God and the Holy Spirit.36 A separate tradition of 
depicting Christ's enemies as dogs appears in Crucifixion miniatures. In the 
illustration to Psalm 21 in the ninth-century Stuttgart Psalter and in the Hours of the 
Cross in Flemish Books of Hours, dogs bark and bite at the foot of the crosS.37 
Derived from Psalm 22: 17, "for many dogs have encompassed me", the dogs in these 
Crucifixion scenes make an association between the Psalm text and the narrative of 
the Passion in which Roman soldiers and other enemies of Christ mocked him from 
the foot of the Cross. In the de Trinitate initials to Books Five and Six, the conflict 
between humans and animals may also be compared to Augustine's efforts against the 
Arians. The convoluted and twisting forms of the creatures in the initials as well as 
their underlying organisation into groups of three suggests that images of struggle 
were consciously selected as a means to describe Augustine's efforts in these two 
books. 
There is no initial to Book Seven in MB B.II.26. The book commences on folio 58 
with rubrics, but there is no indentation or space for an initia1.38 The initial to Book 
34 London, British Library, Cotton Nero C.IV, fol. 18; F. Wormald, The Winchester Psalter, London, 
1973, fig. 2l. 
35 W. Cahn, 'Heresy and the Interpretation ofRomanesque Art', Romanesque and Gothic: Essays for 
George Zarnecki, ed. N. Stratford, Woodbridge, 1987,vol. 1, pp. 27-33. 
36 Examples of a bestial Arius at the feet of the Trinity appears in the Offices of New Minster, 
Winchester (London, British Library, MS Cotton Titus D.XXVII, fol. 75v) and Psalm 109 in the 
Utrecht Psalter (Utrecht, Bibliotheek der Rijksuniversiteit, MS 32, fol. 64v). See E. H. Kantorowicz, 
'The Quinity of Winchester', The Art Bulletin, 29/2, 1947, pp. 80-81, figs. 1 & 2. 
37 1. Marrow, 'Circumdederunt me canes multi: Christ's Tormentors in Northern European Art in 
the Middle Ages and Renaissance', The Art Bulletin, 59, 1977, pp. 167-8l. 
38 The eighth quire, in which the end of Book Six and the opening of Book Seven occurs, contains 
seven folios in contrast to the usual eight folio quires of the manuscript. The text of Book Six is 
complete, and Book Seven begins in the right column, with no room left for the capitula or an initial. 
It appears that the scribe forgot to leave space for the initial. 
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Eight is dominated by human heads that protrude from the letter and are set against 
blank vellum. In contrast, the beasts and birds inside the letter D are secured within 
the bowl against dark coloured grounds (Figs. 54 & 55). Not only are the human 
heads prominent due to their placement in the centre margin, but they are noticeably 
dissimilar in contrast to the pairs of identical beasts within the initial. Their differences 
include details of their mouths, expressions and facial orientations. The upper head is 
in a three-quarter view with hair parted in the centre while the lower head is a profile 
with a large nose and a pronounced chin. The heads are remarkable for the manner in 
which they extend from the letter on stem-like necks; it is more usual in MS B.II.26 
for initials to have compact shapes that fit into the text column. Both heads face the 
left text column that contains the capitula or chapter summaries for Book Eight. 
Visually the centre of attention on the page, the craning heads suggest a purposeful 
design. 
The heads in the initial to Book Eight are oriented away from the text opening 
towards the indices that describe the content of the book. The upper head is angled 
upward, a feature which might direct the reader to the opposing capitulum for chapter 
ten which begins definitio quid fit animus iustus. Chapter ten addresses how the 
earthly man can know the righteous man by recognising the beauty of righteousness 
and by seeking God in love and humility.39 The lower head is parallel with the 
capitulum to chapter twelve where Augustine comments on the danger of men who 
seek God in the things of the world and in power and vanity.40 The physical placement 
of the heads on the page appears to select these specific chapters for emphasis. 
While marginal figures pointing to the text sometimes occur in twelfth-century 
manuscripts, it is unusual for figures in an initial to engage in such directional 
39 The chapter divisions in MS B.II.26 are different from those of the Patrologiae Latina. At a later 
date, MS B.II.26 was brought into conformity with the standard chapter divisions of the de Trinitate; 
the black number one which appears in the margin of Fig. 54 corresponds to this later numbering of 
the chapters in Arabic numerals. Book Eight, chapter 10 as it appears in MS B.II. 26 is Book Eight, 
chapter 6, 9 in PL 42, col. 953. 
40 Book Eight, chapter 6, 9 in PL 42, col. 954. 
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actions. 41 However, in the second half of the twelfth century, an artist known as the 
Simon Master began to experiment with initials containing human figures that draw 
attention to the text beside them. In the ca. 1180 St. Albans Bible, four full- and bust-
length figures have 'speech balloons' that link them to the text on the page.42 While 
the placement of heads beside the text in the initial to Book Eight suggests a 
relationship between the heads and the chapter summaries, it cannot be substantiated 
without considering the distinctive features of the heads. 
Facial features, mien, pose, clothing and size are all ways that twelfth-century artists 
helped to distinguish between characters in miniature painting. Called 'visual 
language' by art historians, these details are capable of conveying meaningful 
information about narrative figures to their audiences. This use of visual language is 
based on the widely held belief that the outer appearance of a person was a mirror of 
his inner character. 43 Employed for humour as well as to aid in the recognition of 
figures, these features could function as signs to help the audience read a miniature. 
One of the most common uses of visual language in the early twelfth century was to 
portray hierarchies through the use of profile and frontal faces as well as distinctions 
in size, clothing and physical attributes. For example, in the St. Albans Psalter of 
ca.1120-30 (Hildesheim, St. Godehard, Psalter) the artist deliberately chose profiles 
for most of the figures in the miniatures and initials, reserving frontal views for 
distinguished individuals. There are fifteen frontal faces in the forty miniatures of the 
41 An example of a marginal figure pointing to the text appears in a glossed book belonging to 
Herbert of Bosh am in which the figure of Augustine stands in the margin holding an arrow and 
pointing to the text. In this case, the words beside him, non ego, indicate that he did not write the 
words which are ascribed to him (Cambridge, Trinity College, MS B.5.4, fol. 134v). This example, 
like others appearing in the margins of Bosh am's glossed books, may have been part of Bosh am's 
decoration of the text. C.F.R. de Hamel, Glossed Books of the Bible and the Origins of the Paris 
Book Trade, Woodbridge, 1984, p. 60 and fig. 12. 
42 Cambridge, Corpus Christi College, MS 48, fols. 7, l60v, 173 and 305v. See W. Cahn, 'St. 
Albans and the Channel Style in England', The Year 1200: A Symposium, The Metropolitan 
Museum of Art, New York, 1975, pp. 190-91 for a fuller description of the Simon Master's use of 
speech scrolls and balloons. 
430ne example of twelfth-century stereotyping may be seen in the representation of the Shepherds 
and the Magi. T. A. Heslop, 'Romanesque Painting and Social Distinction: the Magi and the 
Shepherds', England in the Twelfth Century, ed. D. Williams, Woodbridge, 1990, pp. 137-52. 
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Life of Christ. Eleven of them belong to Christ, two to Mary and one each to Peter 
and David.44 A similar use offrontal heads for saintly figures may be seen in the Life 
and Miracles of St. Edmund (New York, Pierpont Morgan Library, MS M. 736) and 
in a miniature of St. Dunstan from Canterbury or Rochester (London, British Library, 
MS Cotton Claudius AIII).45 In this miniature Dunstan is in larger scale, and his 
features and clothing are more elaborate than those of the kneeling archbishop, prior 
and monk. All of these devices draw attention to Dunstan and indicate his sanctity. 
Despite the fact that these visual systems were used prominently in miniatures 
produced in the first half of the twelfth century, the use of similar systems has not 
been noted in contemporary inhabited initials. However, a basic principle of visual 
language is its ability to be recognised by contemporaries. Logically, it could be 
applied to non-historiated images if used consistently and within a recognisable 
context. 
If one were to 'read' the heads in the initial to Book Eight based on their physical 
appearances and positions, the upper head with its three-quarter view and delicate 
features is comparable to a figure like the kneeling archbishop of the Dunstan 
miniature. In Book Eight, Augustine describes righteousness as "in some sort the 
beauty of the mind, by which men are beautiful". 46 The equation between 
righteousness and physical beauty made in chapter ten is highly suggestive of the 
upper head that is placed beside the capitulum for this chapter of Book Eight. In order 
to be certain that the artist intended to make a relationship between the chapter 
summaries and the human faces attached to the initial letter, the lower head must also 
demonstrate a visual relationship with the capitulum before its face. In profile with a 
44For illustrations of the miniature cycle, see The St. Albans Psalter, eds. c.R. Dodwell, o. Pacht & 
F. Wormald, London, 1960. 
45 In the St. Edmund libellus, St. Edmund appears in frontal view in five pivotal scenes; no other 
figure in the cycle of thirty-two miniatures appears in frontal view and Edmund himself is often 
depicted in profile. C. Hahn, 'Peregrinatio and Natio: The Illustrated Life of Edmund, King and 
Martyr', Gesta, 30/2, 1991, pp. 119-30 and T.A. Heslop, "Dunstanus Archiepiscopus' and Painting 
in Kent around 1120', Burlington lvJagazine, 126, 1984, pp. 195-204. 
46Est enim quaedam pulchritudo animi justitia, qua pulchri sunt homines. Book Eight, chapter 6,9. 
PL 42, col. 954. 
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grotesque mouth and nose, the lower head has a markedly different character. The 
text of chapter twelve describes men of the world as "puffed up with pride" and 
"inflated", considering them the lowest parts of the earth. 47 This head is fleshier and 
occupies a lower place in the initial, a position that befits the earthly man described in 
the text. In Book Eight, Augustine concludes his discussion of the Trinity from 
Scripture and turns to examine how the Trinity exists in the mind of man. He uses 
analogies to illustrate how different types of men do or do not reflect the Trinity. In 
this context, the two heads in the initial may be read as a contrasting pair, the 
righteous man and the man of the world. 
The imagination of the Durham artist is apparent in the initial to Book Nine where a 
goat stands on his hind legs holding a book (Fig. 56). Two dogs flank him, and all 
three figures are united against a buff-coloured ground. The crossbar is divided into 
three coils of foliage containing a lion and two winged beasts. These figures create a 
second trinity. The initial that these six figures decorate is the letter T to the book's 
opening word, Trinitatem. The opening sentence reaffirms the goal of the manuscript, 
"we are indeed seeking a Trinity, but not any trinity at all, but that Trinity which is 
God, and the true, the supreme, and the only God".48 Augustine refers in the opening 
of Book Nine to reading and inquiring about the Trinity, and he describes himself as a 
teacher. These passages help to explain the reading and speaking actions of the goat 
and his two companions. They do not, however, account for why animals and not men 
are engaged in these activities. 
Animals holding musical instruments and standing upright are part of the fantastic and 
amusing vocabulary of English Romanesque art. c.R. Dodwell noted that animals 
frequently play instruments in Canterbury sculpture and manuscript illumination, and 
he traced the origins of the motif to Chaldean art and the fables ofPhaedrus. 49 He 
47Book Eight, chapter 7, 11. PL 42, col. 957. 
48Trinitatem eerte quaerimus, non quam Ii bet, sed illam Trinitatem quae Deus est, verusque ae 
summus et solus Deus. Book Nine, chapter 1, 1. PL 42, col. 959. 
49Dodwell, Canterbury School, pp. 69-70. 
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argued that a reference made by the writer Boethius to the ass and his lyre legitimised 
a Christian use of the motif. Nevertheless, one twelfth-century commentator 
interpreted the image as depicting someone being ridiculous, introducing the 
possibility that this image might have been chosen for humour or parody.50 Depictions 
of animals acting as humans, Joyce Salisbury argues, were increasingly common from 
the twelfth century onwards and are indications of a tendency to manipulate 
distinctions between humans and animals. 51 In MS B.II.26, the text beside the initial 
describes intellectual activities associated with reading, and the presence of a reading 
goat beside this passage is an attention-grabbing and comic interpretation of the text. 
The initial marks an important turning point in the de Trinitate when Augustine shifts 
from discussing citations ofthe Trinity in the Old Testament to his own more 
speculative theories on how the Trinity may be found in man. This section of the text 
grows increasingly complex and metaphorical, and it is possible that the Durham artist 
sought to enliven it with an initial that is an amusing depiction of the reader's actions. 
The initial to Book Ten contains the first full-length human figure in the manuscript 
(Fig. 57). A man in profile wearing a red gown sits on the back of a bird whose tail 
forms the crossbar of the initial. An arrow is drawn on the man's cheek, but it is not in 
the brown ink used elsewhere in the initial. The initial consists of two figurative 
elements, the man and the bird. The bird is drawn in the same colours as the two 
uprights and blends into the letter leaving the man as the primary emphasis. The text 
of Book Ten describes how the Trinity may be found in the mind of the studious man 
who knows himself. It is possible that the man in the initial might be interpreted as this 
contemplative man since he is not engaged in action. The arrow added to his cheek 
could suggest his upward and higher thinking. However, the man is in profile, a 
feature which links him to the heads in other initials, including the struggling heads in 
the initials to Books Five and Six and the lower 'worldly' head in the initial to Book 
Eight. 
SOThis comment was made by Philip de Thaun as cited in Dodwell, Canterbury School, p. 80. 
SllE . Salisbury, The Beast Within: Animals in the Middle Ages, New York, 1994, p. 128. 
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The following two initials in MS B.II.26 contain hybrid human figures and will be 
treated together due to their resemblance and the shared subject of Books Eleven and 
Twelve, a discussion of the outer and the inner man. In both initials human heads are 
attached to animal bodies with hooves, claws and tails. These hybrid creatures form 
the uprights of the letter N to Book Eleven and the letter A to Book Twelve (Figs. 58 
& 59). Called hybrids for their combination of animal and human bodies, such 
creatures are common in Romanesque art.52 Near the end of Book Eleven of the de 
Trinitate, Augustine discusses the creation of fantastic animals, "neither do I 
remember a bird with four feet, because I never saw one; but I contemplate such a 
fantasy very easily, by adding to some winged shape such as I have seen, two other 
feet, such as I have likewise seen". 53 This remark is repeated in Augustine's 
Retraction on the Trinity where he notes that when he wrote this passage, he 
overlooked the reference in Leviticus 11 :20 to four-footed birds. 54 The process of 
adding forms described in this passage is complementary to the creation of these 
hybrid figures. The proximity of the passage to the initials with hybrids suggests that 
the artist was reading the text and illustrating ideas from it when he decorated the 
initials to Books Eleven and Twelve. 
In his work on Cistercian illumination, Conrad Rudolph proposed a potential meaning 
for hybrid creatures with a human head and an animal body. He called them half-men 
or semihomines after Bernard of Clairvaux' s condemnation of such figures in his 
Apologia. Rudolph argued that hybrid figures in the Citeaux Moralia in Job initials 
are visual equivalents of Paul's description in I Corinthians ofthe sensual man and the 
52 Many twelfth-century hybrids are classical in origin, being copied from representations of 
centaurs, sirens and manticora. Other hybrids, like these, are invented by the mixing offorms and 
body parts. For a revealing article on hybrids in Gothic art, see L.F. Sandler, 'Reflections on the 
Construction of Hybrids in English Gothic Marginal Illustration', Art the Ape of Nature: Studies in 
Honor ofH. w.Janson, eds. M. Barasch & L.F. Sandler, New York, 1981, pp. 51-65. 
53Nec avem quadrupedem memini, quia non vidi: sed phantasiam talemfacillime intueor, dum alicui 
formae volatili qua/em vidi, adjungo alios duos pedes quales itidem vidi. Book Eleven, chapter 10, 
17. PL 42, col. 997. 
54 This portion of Augustine's Retraction is found in MS B.II.26 on fol. 5v. CCSL, 57, pp. 101-102. 
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spiritual man. He suggested that the Ci'teaux artist used hybrids to depict the outer or 
sensual man who struggles to resist the sins of the flesh. 55 Thus, the human head on a 
hybrid figure can be seen as a sign of his nascent spiritual being. Such an 
interpretation of hybrid figures is not universal or applicable to every instance of a 
hybrid in twelfth-century art. In fact, unless the text refers a struggle between the 
worldly and spiritual elements of human nature, it is difficult to read hybrids this way 
since they are used frequently in Romanesque decoration. 
In Books Eleven and Twelve ofthe de Trinitate, Augustine addresses the Pauline 
metaphor of the inner and the outer man in his search for the location of the Trinity in 
man. The opening sentence of Book Eleven introduces this topic: "no one doubts that 
as the inner man is imbued with understanding, so the outer man with bodily sense". 56 
This metaphor is further articulated in Book Eleven, chapter three: "the rational soul 
lives in a deformed fashion when it lives according to the trinity of the outer man". 57 
With these assertions found beside the initial to Book Eleven, it is possible to suggest 
that the hybrids are intended as examples of deformed men who represent the outer 
man of 'bodily sense'. Forming the vertical shafts of the initial, the two hybrids are the 
most complex figures in the initial. Like the beasts in the bowl of the initial to Book 
Eight, the winged creatures entwined in the centre of the letter N appear in pairs. The 
hybrid figures, by contrast, are larger, have lightly tinted outlines, and their backs are 
lined with schematic muscles. 
In the initial to Book Twelve, the animal figures occupying the initial are more 
complex in their arrangement and in details like the coloured clumps offur on their 
bodies (Fig. 59). Perhaps to compensate for the greater detail given to these figures, 
the human and hybrid figures form a striking visual unit that is enhanced by the 
55Rudolph, Violence and Daily Life, pp. 56-62. 
56Nemini dubium est, sicut interiorem hominem intelligentia, sic exteriorem sensu corporis 
praeditum. Book Eleven, chapter 1, 1. PL 42, col. 983. 
57 Sed anima rationalis deformiter vivit, cum secundum trinitatem exterioris hominis vivit. Book 
Eleven, chapter 3, 6. PL 42, col. 988. 
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clothing of the standing man and the long equine neck of the hybrid. Augustine 
continues his comparison of the inner and the outer man in Book Twelve. In chapter 
one, he makes the connection between the outer man and beasts clear; "whatever in 
our soul is in common with the beasts is the outer man . . . we do not differ from the 
beasts except that our bodily figure is not bent but erect. We should not be like the 
animals in our better part, our minds". 58 In the initial there is a hybrid figure and a 
standing man; it is possible that these two figures were intended to represent the outer 
man whose soul and body resembles that of a beast and the inner man who has an 
upright human body with a three-quarter view face. The hybrid rests on the head of 
the man and has a prone, horse-like body. The standing man supports him, possibly a 
further means of implying the hybrid's deformity and inferiority to the beasts in the 
initial who toss balls and do somersaults. 
It is evident in these two initials that the artist had read the text of Books Eleven and 
Twelve and sought to illustrate its discussion of the inner and the outer man. A 
codicological feature ofMS B.II.26 supports this argument. The initials to Books 
Eleven and Twelve occur in the same quire, and outside the first quire, this is the only 
one in the manuscript to contain two initials. The eleventh quire begins on folio 83 at 
the end of Book Ten and ends on folio 90 verso, one folio into Book Twelve. 
Contained in this quire are all the passages from Book Eleven and Twelve which are 
especially related to the hybrid figures in these two initials. This feature suggests that 
the artist was decorating and reading the manuscripts by quires. 
The letter I to Book Thirteen consists of a panelled red frieze, broken in the centre by 
a roundel containing a human head and resting on the back of a contorted dog (Fig. 
60). The initial to Book Thirteen is unusual for having a green line around the letter. 
Of the other initials in MS B.II.26, only the initial to Book Five has a containing line 
58Quidquid enim habemus in animo commune cum pecore, recte adhuc dicitur ad exteriorem 
hominem pertinere. Atque in his omnibus non distamus a pecore, nisi quod jigura corporis non 
proni, sed erecti sum us. Qua in admonemur ab eo qui nos jecit, ne meliore nostri parte, id est 
animo, similis pecoribus simus. Book Twelve, chapter 1, l. PL 42, cols. 997-98. 
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in buff (Fig. 52). Both initials share a red acanthus frieze. The treatment ofthe human 
in the initial to Book Thirteen is similarly unique in the manuscript. The human head is 
enclosed in a roundel and has red-outlined features while the heads of humans and 
animals in the other initials are outlined in brown ink. In addition, the human head has 
summary facial features. He lacks an upper eyelid, lines outlining his nose and a chin 
cleft, all of which appear on the full and three-quarter view heads in the initials to 
Books Three, Eight and Twelve (Figs. 51, 55 & 59). The dog at the base of the initial 
can be compared in its distorted position and tail to other creatures in MS B.I1.26. 
A human head in a roundel is a persistent motif of Romanesque initials, especially in 
manuscripts from Canterbury. The Christ Church Passional, the St. Augustine's 
Abbey Priscian and the Christ Church Josephus all contain medallion heads. 59 Similar 
heads appear in Durham manuscripts such as MS B.I1.22 and MS B.I1.S (Figs. 46 & 
62). In the case ofMS B.I1.22, Anne Lawrence has indirectly suggested a means for 
the motif s transmission from Canterbury to Durham. She demonstrated that in the 
late eleventh century Durham scribes copied manuscripts from exemplars at 
Canterbury and that a Canterbury artist decorated one of these manuscripts, MS 
B.I1.22, before the manuscript travelled to Durham.60 Since the opening and only 
initial in MS B.I1.22 has medallion heads in three-quarter view, the head in the initial 
to Book Thirteen may be inspired by a local manuscript such as MS B.I1.22. The text 
of Book Thirteen discusses the concepts oflight, faith and life as found in the Gospel 
of John. Much of the book focuses on human nature and the rational mind, supplying 
a potential interpretation for the human head in the initial. The initial does not, 
however, share the complexity or humour of the three preceding initials or the one 
following it. It is the only initial in the quire, and it is painted in the red and green of 
59See for example London, British Library, MS Harley 624, fols. 94 & 106v; Cambridge, Trinity 
College, MS 0.2.51, fols. 2, 9, 21 & 26; and Cambridge, st. John's College, MS A.8, fol. 219 and 
Cambridge, University Library, MS Dd.1.4, fols. 142v & 157. 
60 A. Lawrence, 'The Influence of Canterbury on the Collection and Production of Manuscripts at 
Durham in the Anglo-Norman period', The Vanishing Past: Studies of Medieval Art, Liturgy and 
Metrology presented to Christopher Hohler, eds. A. Borg and A. Martindale, British Archaeological 
Reports, International series 111,1981, pp. 95-103. 
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the rubrics and the capitals of the capitula, suggesting that it was added at the same 
time as the rubrics. It is possible that this quire was decorated out of sequence; there 
was no obligation for an artist to decorate the quires of a manuscript in order. 
Three figures form the shafts and crossbar of the initial letter N to Book Fourteen 
(Fig. 61). The crossbar is a full-length man, naked, bearded and in profile. He has a 
horn drawn onto his forehead in ink that is identical to that used in the first line of 
text, Nunc de sapientia nobis est disserendum. Two points may be drawn from this 
observation: the horn is not original to the design of the initial and it was added after 
the painting ofthe initial when the text was touched up. Struggle between man and 
animals is prominent in this initial, and the presence of a curling moustache on the 
man links him to the heads in the initials to Books Five and Six where men with 
moustaches are also engaged in combat with animals. As Dodwell noted in his study 
of Canterbury illumination, the motif of a naked man fighting an animal standing on its 
hind legs has parallels in the classical motif of Hercules and the lion. 61 Often 
interpreted as a symbol of good versus evil, a man fighting a lion reoccurs in Christian 
art where it can be read as David and the lion. A unique feature of the initial to Book 
Fourteen is the spear held by the man; it suggests a degree of sophistication that is not 
seen in the Hercules and lion motif or in the other de Trinitate initials where human 
and animals bite one another. 
In the opening sentence of Book Fourteen, Augustine writes of the wisdom of man, 
and he outlines the book's goal, to prove that man should always strive towards the 
image of the Trinity in himself. Augustine concedes that the image of the Trinity in 
man may be effaced, obscured or disfigured but that it can never be lost. Much of 
Book Fourteen can be interpreted as an exhortation to seek the ideal ofthe inner and 
the spiritual man. The horned and wrestling man in this initial may be read as another 
type of sensual, outer man engaged in earthly rather than spiritual thoughts. The horn 
61Dodwell, Canterbury School, pp. 67-68 
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might have been intended to make the man recognisable as an outer man and another 
type of hybrid. Like the initials to Books Eight, Eleven and Twelve, a human is 
introduced as unfavourable example drawn from the text. The example presented here 
could be that of the worldly and sensual man who ignores his understanding of the 
Trinity and begins to resemble a beast. 
The initial to Book Fifteen is unfinished and contains two eagles who bite a palm-like 
leaf between them. The wings of the birds are detailed pen drawings, and the initial is 
symmetrical. Book Fifteen contains a summary of the entire work. The initial, 
containing two birds, does not relate to the text, but it is consistent with Romanesque 
initials filled with animals or birds and inspired by textiles. 62 A pair of birds flanking a 
tree is a common motif of Canterbury initials and may have been derived from a ninth-
century Spanish peacock silk in the cathedral treasury. The motif might have been 
transported to Durham illumination through its Canterbury associations, although the 
textile and silk collections of Durham were also plentiful. 
Even though MS B.II.26 contains no image ofthe Trinity, some of its figural 
illustration can be related to the text. Several of the initials in MS B.II.26 might be 
viewed as a supplemental guide to the text for a reader inclined to study the initial 
decoration at length. One of the identifying features of these initials is the human 
head. However, such an interpretation of the initials is neither essential nor demanded 
of the reader; he could read and understand the text without examining the initials. In 
fact, this would be the experience of monks who had the text read aloud to them. 
In the initials to Books Two, Eight, Nine, Eleven and Twelve, an explanation for the 
initial decoration can be found in the text immediately beside the initial (Figs. 50, 55, 
56, 58 & 59). In other cases, including the initials to Books Three and Fourteen, the 
62Examples of Romanesque initials inspired by textiles are illustrated and discussed in Dodwell, 
Canterbury School, pp. 75-78 and pIs. 45 b & f. 
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textual support for the decoration lies more deeply buried in the sense of the text 
(Figs. 51 & 61). In the remaining initials, the text and image relationship is obscure 
and tenuous at best. These degrees of textual relationship imply that there may not 
have been a plan to decorate all the initials in a textually based manner. Also, the 
selection of images and themes for the decoration of an initial may have been 
influenced by the text on the page or in the quire on which the artist was working. 
The closeness of the initials to the text has a physical basis that can be linked to the 
production of the manuscript. Certain features of the initials like the overlapping text 
corrections, the added ink horn in the initial to Book Fourteen and the arrow on the 
man's cheek in the initial to Book Ten suggest that the artist may have fixed the text 
and altered certain initials after he painted them. Furthermore, the initial to Book 
Thirteen is decorated in the same colours as the rubricated letters on the page, 
suggesting that the artist may have been the rubricator. Given these circumstances, 
one might wonder if the artist was also the scribe. While not impossible, there is 
insufficient evidence to identify the artist as the scribe too. 
The design ofthe initials in MS B.II.26 suggests that they were created by an 
individual who practised the lectio divina and who was accustomed to reading and 
meditating on texts. Jean Leclerq has suggested in an article describing the practice of 
otium monasticum that artists did engage in meditation similar to that of the lectio 
divina while creating art. 63 Leclerq argued that otium monasticllm, a seemingly 
contradictory combination of leisure and artistic creativity, allowed monks a means to 
express visually their culture, beliefs and goals. He demonstrated that monastic 
refrains to "read, pray and work" articulate the way in which these three activities find 
a balanced expression in the arts and in manuscript production.64 In this respect, the 
initials of the Durham de Trinitate suggest not only the ways in which ruminating 
63 J. Leclerq, 'Otium monasticum as a Context for Artistic Creativity', 1vlonasticism and the Arts, ed. 
T.G. Verdon, Syracuse (NY), 1984, pp. 63-80. 
64 Isidore of Seville wrote that "the servant of God must read, pray and work without ceasing". 
Leclerq, 'Otium monasticum', p. 67. 
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monks could 'read' inhabited initials, but how one particular individual did read the 
text and use it as inspiration for the manuscript's decoration. 
Durham, Dean and Chapter Library, MS B.ILS 
By the same artist is Durham, Dean and Chapter Library, MS B.I1.S, produced at 
Durham ca. 1120-30. A comparison of the two manuscripts helps to elucidate the 
artist's work with human figures and heads as well as the working practices of the 
Durham scriptorium. Containing nineteen historiated, inhabited and decorated initials 
filled with human figures, heads and foliage, the initials ofMS B.I1.S are similar in 
colouring and style to those in MS B.I1.26. Three letters, introducing the preface and 
Books Twelve and Eighteen, are directly related to initials in the de Trinitate. A 
human head in the letter E to the preface of the Jerome manuscript lies on its side and 
echoes the frontal head in the initial to Book Three in MS B.I1.26 (Figs. 62 & 51). In 
the initial to Book Twelve ofthe Jerome, two men with swords stab a lion that hangs 
upside down between them, paralleling the construction and theme of struggle found 
in the letter N to Book Fourteen in MS B.I1.26 (Fig. 61). Finally, the letter D to Book 
Eighteen in MS B.I1.S has three profile human heads on its terminals (Fig. 6S). The 
two upper heads facing each other may be compared to the nose-to-nose profiles in 
the de Tl'initate initial to Book Five (Fig. 52). The resemblances of these six initials 
are reinforced by their shared colouring, foliage forms and figure style. 
Although R.A.B. Mynors and C.M. Kauffmann noted the similarity of these 
manuscripts in their respective catalogue entries, neither scholar explored the artist's 
style or the chronological relationship of the two manuscripts. 65 On the basis of its 
decoration, Kauffmann dated MS B.I1.26 ca. 1120-30 and MS B.I1.S ca. 1130. These 
dates are estimates since both manuscripts lack colophons and calendars, and they do 
not appear in a near-contemporary library list, evidence that can be useful in dating 
65Mynors, Durham Cathedral Jvfanuscripts, cat. nos. 62 & 68 and Kauffmann, Romanesque 
Manuscripts, cat. nos. 28 & 46. 
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manuscripts precisely. Although Kauffmann does not specify why he placed he dated 
MS B.Il.26 more broadly to a decade, he notes in his catalogue entry for MS B.Il.26 
that the initials use an outline drawing style that is reminiscent of eleventh-century 
Norman initials. His implication is that the more Romanesque surface decoration of 
MS B.Il.S indicates that it is a later manuscript. It will be argued that the artist 
consciously chose a 'Norman' style for MS B.Il.26 and that it should be dated after 
the Jerome. 
Physically, the two manuscripts are similar in construction and page layout even 
though MS B.Il. S has a larger folio size. 66 The more substantial dimensions ofMS 
B.Il.S may be attributed to its longer text and its probable function as a manuscript for 
reading aloud. A now faded inscription in the manuscript indicated that in the 
fourteenth century it was stored in a cupboard near the infirmary where it was 
accessible for reading in the refectory.67 Although the inscription was not 
contemporary with the manuscript's production, the size of the script and the 
punctuation ofMS B.Il.S agree with such a function in contrast to the smaller 
proportions ofMS B.Il.26, a manuscript which might have been used for private 
study. 
The treatment of humans, animals and foliage in the two manuscripts strongly 
suggests the work of a single individual. Both manuscripts have initials with 
'fractured' backgrounds in which the artist has filled the spaces between foliate scrolls 
with flat areas of colour. This may be seen in the Preface and Book Ten initials ofMS 
B.II.S and almost all of the initials in MS B.Il.26 (Figs. 62, 51 & 57). The initials also 
66 MS B.Il.8 measures 400 x 300 mm and contains 213 folios. MS B.Il.26 has 146 folios and 
measures 350 x 235 mm. MS B.Il.8 has a text block of 297 x 220 mm which is larger than that of 
MS B.II.26 at 255 x 165mm. Both manuscripts are ruled in two columns of 40 lines each and their 
quire signatures are Roman numerals flanked by dots on the last verso of the quire. The collation of 
the manuscripts differs; MS B.Il.8 has quires of 10 folios while MS B.II.26 has quires of8 folios. 
67 The inscription as noted in the nineteenth century by Thomas Rud read, 'iste liber jacebat in 
armariolo juxta introitum infinnarie; sed nunc est de libraria'. Mynors, Durham Cathedral 
Manuscripts, cat. no. 68. See A. J. Piper, 'The Libraries of the Monks of Durham' , Medieval 
Scribes, lvJanuscripts and Libraries: Essays presented to N.R. Ker, eds. M.B. Parkes & A.G. Watson, 
London, 1978, pp. 222 and 230, n.46. 
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share acanthus friezes, beaded scrolls and leaves with broad, finger -like lobes. The 
human heads have short blonde hair and curling moustaches (Figs. 64 & 61). The 
frontal faces in each manuscript share narrow rounded chins, centrally parted hair and 
beards composed of trimmed curls (Figs. 51 & 66). Finally, the clothing of three 
standing figures, the man in the letter A to Book Twelve of the de Trinitate and the 
figures of Achaz and Sherjasbub in the initial to Book Four of the Jerome, is identical 
(Figs. 59 & 66). Their short tunics have gold collars, banded cuffs and hems, square-
ended folds and an extra pleat hanging at the back. The degree to which all of these 
details are assimilated into the general handling of both manuscripts indicates that they 
are the work of one artist. 
On first glance the deeper colours, more elaborate terminals and bands of colour 
surrounding the initials ofMS B.I1.8 suggest a more sophisticated handling than the 
uncoloured foliage scrolls, lightly tinted beasts and compact letter shapes ofMS 
B.I1.26. It is proposed, however, that MS B.I1.8 is the earlier of the two manuscripts 
and that motifs from its decoration were reused in MS B.I1.26. Both sets of initials 
share a love of pattern and surface detail that is typical ofRomanesque art. However, 
in MS B.I1.26 colour and pattern are more tightly controlled. The stylised green and 
brown hair on the lower beast in the initial to Book Twelve and the consistently 
spaced dots on the letter frame ofthe D to Book Eight of the de Trinitate may be 
compared to the initial S of Book Three in the Jerome where the red dots on the 
foliage scrolls are more haphazard in their shape and spacing (Figs. 55, 59 & 65). The 
colouring of the scrolls in MS B.I1.8 is looser and frequently shifts between green and 
red paint on a single tendril. This colouring can be seen in earlier Durham manuscripts 
like MS B.I1.13 and MS B.I1.21, two manuscripts produced by Norman artists ca. 
1088-91 (Fig. 47).68 A reduction in the number of foliage tendrils found in the initials 
ofMS B.I1.26 as well as a more careful delineation of their interstices help to make 
the de Trinitate initials more readable and to emphasise their human and animal forms. 
68See also the alternating red and green colouring of the foliate fronds in the Robert Benjamin initial, 
Durham Cathedral Library B.IL13, fol. 102. 
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The solid forms and heavy outlines characteristic ofRomanesque art are especially 
highlighted in the initial to Book Ten of the de Trinitate where the clothing of the full-
length figure is highly schematic, and the letter is decorated with palm-like friezes 
(Fig. 57). This initial may be contrasted with that to Book One of the Jerome 
manuscript with its interlace, beast heads, multiple foliage tendrils and the seated 
figure of Jerome wearing drapery with a stylised fluttering hem (Fig. 63).69 The 
greater certainty of line and the more selective application of decorative motifs in the 
de Trinitate initials help suggest that it is the later of the two manuscripts. 
Whereas the Durham de Trinitate lacks historiated initials, they are a significant part 
of the decorative scheme ofMS B.H.8. The historiated initials are visually marked by 
their deep blue backgrounds and their size; the average historiated initial is a third 
larger than a decorated one.70 Red backgrounds and a more limited range of colours 
distinguish the decorated initials (Figs. 67 & 68). The identity of the historiated 
figures is precise and consistent. Christ is beardless with a cruciform halo, and he 
wears a belted ankle-length gown and a cloak. Isaiah, by contrast, has a bearded face, 
a buff coloured halo and a red and green gown with a wide yellow belt. Secondary 
characters like Achaz and Sherjasbub in the initial to Book Four (Fig. 66) or a monk 
in the initial to Book Eight are in profile and wear shorter, less elaborate tunics. 
The human heads in MS B.II. 8 are smaller and less prominent since attention is more 
readily drawn to the large historiated figures, their gestures and their white scrolls. 
Although the eight historiated initials are not narrative, they are strongly linked to 
their neighbouring texts. Most historiated initials in MS B.II.8 depict Isaiah or Jerome 
holding a book or a scroll on which lines oflsaiah's prophecies are written. This is an 
appropriate means of illustrating the text since Jerome's commentary on Isaiah is 
69 Similar hems may be seen in Cambridge, Trinity College, MS 0.4.7, fols. 48v & 75 (Figs. 95 & 
96). A copy of various tracts and commentaries on the Old Testament by Jerome owned by the 
Rochester monks, it may be dated before 1124 since it appears in the original portion of the Textus 
RojJensis library catalogue. See chapter three for a discussion of this manuscript and the Rochester 
scriptorium. 
70 The average size of a historiated initial is 117 x 68 mm while a decorated initial is 58 x 54 mm. 
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divided into eighteen books that discuss the typological significance of each verse of 
the book of Isaiah. 71 
For example, in the initial to Book Three, Christ sits in the upper bowl of the letter S 
holding a closed book and raising his right hand (Fig. 65). At his feet reverently 
pointing upwards is the bearded figure ofIsaiah holding a scroll that reads, Vidi 
dominum sedentem, 'I have seen the Lord sitting'. The passage on the scroll is drawn 
from Isaiah's vision of the Lord in Isaiah 6: 1, "I have seen the Lord sitting upon a 
throne high and elevated", and is discussed at the opening of Book Three of Jerome's 
commentary. Lacking in the initial are many features of Isaiah's vision like the temple 
setting, the Lord's train and the seraphim flanking him. However, the simple features 
of the initial and the writing on the scroll are sufficient to evoke Isaiah's vision. In 
fact, the reader, directed by the words on Isaiah's scroll, might also participate in a 
beatific vision of Christ that resembles Isaiah's vision. 
Another letter S, to Book Eight, is filled with foliage scrolls that encircle the seated 
figures of Isaiah and an unidentified monk. The scrolls held by these two figures quote 
Isaiah 7: 14, Isaiah's prophecy of a virgin birth. A third red ink scroll held by the monk 
describes Isaiah as a witness to Christ. A human head appears in the foliage of this 
initial on the left edge facing the gutter. It is separate from the historiated figures and 
distinct from the main pictorial emphasis of the initial. 
The three figures in the initial to Book Four are readily identifiable as Isaiah with 
Achaz and Sherjasbub since their names appear on the upper scroll to which Isaiah 
points, "the Lord said to Isaiah, meet Achaz and Sherjasbub thy son" (Isaiah 7:3) 
(Fig. 66). The scrolls refer to specific passages discussed at the opening of Jerome's 
71 The eight historiated initials mark Books One, Two, Three, Four, Five, Eight, Nine, and Eleven. 
Inhabited initials with humans open the preface and Books Ten, Twelve, Fifteen and Eighteen. 
Books Thirteen and Seventeen are decorated with beasts. Arabesque initials mark Books Six, Seven, 
Fourteen and Sixteen. See Kauffmann, Romanesque lvfanuscripts, cat. no. 46 for the initial letters 
and their folios. 
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commentary.72 The human heads in the mouths of beasts below the feet of these three 
figures are more minor aspects of the decoration given their size and placement 
among the beasts and foliage in the base ofthe letter. They lack the assertive and 
attention-grabbing qualities of the de Trinitate initials to the Retraction and Book Six 
(Figs. 49 & 53). Many ofthe remaining historiated initials in MS B.H.S have blank 
scrolls held by Isaiah, and in a general manner they recall the prophecies ofIsaiah. 
These include the initial to Book One in which a seated Isaiah holds an open book and 
points to the opening lines of the text (Fig. 63), the initial to Book Five in which 
Isaiah has a yellow halo and holds a scroll shaped like an alpha, and the initial to Book 
Eleven where Isaiah sits on a leonine throne holding a blank scroll. 73 In the initial to 
Book Nine, Christ sits holding a book while surrounded by a crowd of figures, among 
them the prophet Isaiah. 
In another historiated initial, the precise subject is challenging to identify since Isaiah 
is the sole human figure in the initial and his scroll is blank. Seated at the top of the 
letter F to Book Two, Isaiah is accompanied in the initial by a centaur with an axe and 
an owl with a rat in its mouth (Fig. 64). These three figures are the only ones in the 
initial beside three beast heads located in the terminals of the letter. The emphasis on 
the figurative components is reinforced by their arrangement; the owl protrudes from 
the initial while the centaur is the only figure in the bowl of the letter. The text of 
Book Two discusses Isaiah's prophecy of the destruction of Babylon. Isaiah 13 :21-22 
describes the creatures who danced in the ruins of Babylon, "but wild beasts shall rest 
there, and their houses shall be filled with serpents, and ostriches shall dwell there; 
and the hairy ones (Pilosi) shall dance there". In his commentary, Jerome identifies 
these creatures as owls and satyrs. The satyr, a classical half-man, half-ape figure may 
have been confused with the centaur, a half-man, half-horse creature more common in 
Romanesque decoration.74 It is possible that twelfth-century readers might have linked 
72 The second scroll held by Achaz or Sherjasbub is inscribed with Isaiah 9:8. 
73 The initial to Book Five is illustrated in Boase, English Art, pI. 33b. 
74 The first appearance of a centaur as a distinct creature in the bestiary occurs in the late twelfth-
century English manuscript, Oxford, Bodleian Library, MS Bodley 602, fol. 10. N. Morgan, Ear~y 
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the centaur and the owl in the initial to Jerome's description of the unclean creatures 
living among the ruins of Babylon. This textual illustration is one that uses suggestion 
rather than literal illustration since it does not depict the city of Babylon or the sins of 
the Babylonians but two creatures who might be associated with its ruins. The 
presence of these two figures in the initial to Book Two may be inspired by the word 
Babilonios in the last line on the page. 
The strong connection between many historiated initials and the adjacent textual 
discussion in MS B.Il.8 indicates a degree of planning. The colouring, size and figures 
of these initials also suggest that they were designed to complement the visionary and 
prophetic nature ofthe text. However, the initial to Book Two underlines a potential 
for word illustration, and this initial implies a more spontaneous level of decoration 
produced by the artist reading the text on the page while decorating the initial. The 
five inhabited initials ofMS B.IL8 likewise reveal a freer character that does not 
complement the text in the manner ofthe historiated initials. Among these initials are 
those with the strongest resemblances to the de Trinitate initials. 
In general, the inhabited initials are dense compositions with a variety of figurative 
and foliage forms that are heavily coloured. The preface initial with three human 
heads and several beast heads introduces Jerome's commentary and describes how an 
understanding of Christ may be found in Scripture (Fig. 62). The frontal human head 
on its side in the centre of the initial is beardless like the representation of Christ in the 
initial to Book Three (Fig. 65). It is not clear how a reader would have understood 
this head, although it is possible that he could interpret it as the head of Christ, 
supported by Jerome's opening premise that Christ is hidden in the prophecies of 
Isaiah. The tonsured head in a roundel to the left may be derived from the Canterbury 
initial in MS B.Il.22 (Fig. 46). The head at the top ofthe letter is an odd feature that 
Gothic Manuscripts (1) 1190-1250, A Survey of Manuscripts Illuminated in the British Isles, vol. 4, 
ed. lJ.G. Alexander, London, 1987, cat. no. 54. 
76 
recalls a similar head in the initial to Book One (Fig. 63). The initial to Book Ten 
contains a man in a green tunic, entangled in the foliage of the letter D. 
Three inhabited initials have more limited components that might have drawn the 
reader to study their forms closely. The initial to Book Twelve, a letter N, is 
zoomorphic and recalls the letter N in MS B.1I.26 (Fig. 61). In both initials, man's 
conflict with animals is emphasised, and it is a struggle that is waged with man-made 
weapons. In the Jerome initial, two men form the upright shafts, and a beast hanging 
between them is the crossbar. The men wear short knee-length tunics and striped hose 
and hold raised swords. Certain features of the two figures like the colour of their 
hose and the crossed legs of the right man who stabs the beast disrupt the symmetry 
of the initial. The text opens with Isaiah 40:27-31, a passage that is directed at Jacob 
and Israel and urges them to have strength and to continue to labour despite feeling 
that they are unheeded by the Lord. Since the text focuses on two people and the 
initial contains two struggling human figures, it is possible to interpret them as 
illustrations of the struggling Jacob and Israel described in the text. This initial has not 
been recognised as historiated, because the men are in contemporary clothing and 
their struggle with a beast is not part of the text. The artist may have intended for it to 
represent their efforts allegorically. 
The initial to Book Fifteen has a red ground and contains a hybrid beast with a 
bearded human head (Fig. 67). A second human head is lodged in the foliate tail of the 
beast and faces the text with an open mouth. As hybrid creatures are used 
meaningfully in MS B.II.26, this initial invites consideration of whether this hybrid 
might also refer to the outer or bestial man. Also, the lower head is the only human in 
the manuscript to have an open mouth. In Book Fifteen, Jerome discusses the 
different interpretations of the Old and New Testaments and the Hebrew and 
Septuagint translations of the Bible. A heavily exegetical discussion, it is not 
concerned with the spiritual struggle that characterised the initials with hybrid figures 
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in the de Trinitate. There is, however, a possible textual reading for the head on the 
lower terminal. Isaiah 54: 1, the first verse to be discussed in Book Fifteen, urges the 
barren, sterilis, Gentiles to sing and to cry aloud in praise. The head's open mouth 
and its hair- and beard-less face, emphasised by the red background, could be features 
indicative of singing. There is no similar textual support for the upper head with its 
unusual hybrid form, a similarly rare image in MS B.Il.8.75 Nevertheless, the upper 
head with a beard, a hybrid body and a dog head sprouting from his hair might be read 
as an image of growth, fecundity and silence in contrast to the sparse features of the 
lower head. 
The final initial in MS B.Il.8 is a letter D to Book Eighteen (Fig. 68). The decoration 
of this initial parallels that of Book Five of the de Trinitate (Fig. 52). Here, however, 
the lower moustached head has a furry creature in its mouth. This feature links it to 
the owl in the initial to Book Two which has a rat in its mouth (Fig. 64). The text of 
Book Eighteen opens with Jerome's statement that he is not going to talk about the 
Trinity but about the Resurrection and the carnal human state. It is conceivable that 
the artist read the word Trinity in the text and chose to draw three human heads as a 
type of trinity. In Isaiah 65:4, discussed in the beginning of Book Eighteen, reference 
is made to unbelieving people who eat the flesh of pigs. This text inspired Jerome to 
cite I Corinthians 6: 13 for its reference to food: "the meat for the belly, and the belly 
for the meats: but God shall destroy both it and them: but the body is not for 
fornication, but for the Lord, and the Lord for the body". In I Corinthians 6:12-20, 
Paul is concerned with questions of purity and sexuality, and he uses food and 
prostitution as examples of how humans sin with the body. Paul admonishes the 
Corinthians to "glorify and bear God in your body" (I Corinthians 6:20) since it is the 
body that is to be resurrected. The moustached man with an animal in his mouth might 
75 Although this hybrid form is unique in MS B.II.8, related creatures may be seen in other Durham 
initials like B.II.16, fo!. 8 (Fig. 42), a copy of Augustine's commentary in John produced at St. 
Augustine's Canterbury but at Durham in the early twelfth century. Also, in the initial to 
Augustine's exposition on Psalm 90 in MS B.II.13, fo!' 184, a human head sprouts from the back of 
a beast. 
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be considered an image of gluttony regardless of whether he eats or vomits the 
animal. An initial to I Corinthians in the ca. 1100 Lincoln Bible also has a profile 
human head on a terminal of the letter with a rat in its mouth (Fig. 80). 76 While there 
is no reason to link these two manuscripts or to suggest that the Lincoln initial was 
copied at Durham, the independent presence of meat-eating heads beside texts 
quoting I Corinthians 6: 13 suggest that this image illustrates gluttony. As Michael 
Camille has demonstrated, gluttony and meat eating were vices with particular 
significance for medieval monks. Thus, it is possible that such a 'meat eating' human 
head could be linked by the reader to the idea of gluttony found in the text. 77 
One of the motivating forces behind the initial decoration ofMS B.H.8 appears to be 
a desire to link the initial decoration to the text, especially in the historiated initials 
where pointing fingers or speech scrolls emphasise such textual connections. The 
historiated initials ofMS B.H.8 require the reader to examine them in order to identify 
the historiated figure, to read his scroll and to place him within the context of the 
particular book of Jerome's commentary. By contrast, the inhabited initials do not 
work in such a consistent way. In some, like the initial to Book Ten with its entangled 
figure, the human does not relate specifically to the text while in others only parts of 
the decoration, like the singing head in the initial to Book Fifteen, can be read 
alongside the text. 
In comparison to MS B.II.26, the Jerome commentary highlights the artist's 
experiments with human figures and possibly his increasing recognition of the 
potential for employing his decorative vocabulary meaningfully. In particular, the 
inhabited initials do not suggest that the artist felt a need for every head or figure to 
hold precise meaning. A series of different choices appear to have motivated his 
decoration of the Durham de Trinitate. The changes in colouring, placement and size 
76 In the Lincoln initial, the human head faces the capitUlum heading for I Corinthians 6:13 across 
the gutter and is accompanied by a beast head on the lower terminal, also disgorging a beast. 
77 Gluttony and the desire for meat are two of Camille's interpretations for the biting forms on the 
Souillac trumeau. 'Mouths and Meanings', pp. 43-57. 
79 
offigures in the de Trinitate initials may be the artist's means to clarify and to place 
emphasis on the individual components of these initials. The altered style of the de 
Trinitate initials might also indicate to the reader that the initials ofMS B.II.26 should 
be read differently than those in MS B.II.8. 
The artist of these two manuscripts cannot be linked to other Durham manuscripts, 
and few Durham manuscripts contain as consistent a series of initials with human 
heads. In many manuscripts, the opening initial is the only letter to contain human 
heads or even to have painted decoration. This is the case in MS B.II.14, MS B.II.21, 
MS B.II.22 and MS AlII. 10 (Figs. 46 & 47). The two manuscripts examined here 
demonstrate experiments with the placement and meaning of human heads in initials 
and suggest that members of the Durham community might well have regarded these 
inhabited initials as a relevant part of their reading. In this light, the historiated initials 
of the Puiset Bible may reflect the community's continuing interest in how the 
decoration of an initial can be an aid to the reader's lectio divina. 
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Chapter Three: Patterns in the Use of Heads in 
Rochester Manuscripts 
Another scriptorium whose manuscripts share figural motifs is that of Rochester 
Cathedral. The initials ofa volume of Rochester's Psalm commentary (London, 
British Library, MS RoyaI5.D.1I) were discussed in chapter one where it was noted 
that some of the manuscript's initials appear to illustrate allegories found in the text. 
Additional Rochester manuscripts contain initials with human heads and figure scenes 
(Figs. 93-108). Unlike the Durham manuscripts discussed in chapter two, the 
Rochester manuscripts are decorated by different artists and reflect collaboration and 
an exchange of motifs. 
While the borrowing of imagery is expected in a monastic scriptorium, the copying of 
motifs in inhabited initials can help to understand the interests and motivations of 
artists. An artist does not have to copy an image. When he does, it is an important 
indication that something in it appealed to him and suited its new setting. These issues 
of selection, adaptation and placement of imagery in initials will guide the following 
study of manuscripts produced in the Rochester scriptorium in the 1120s.1 
This chapter examines two volumes of a Vulgate set and a collection of writings by 
Jerome. Although several art historians have studied the Rochester Bible in the last 
fifty years and have helped to localise its production, little scholarship has been 
devoted to the decorative imagery employed in its two surviving volumes. Two 
manuscripts, a Joshua to Kings volume and a New Testament volume, have been 
I Other scriptoria and regional centres of manuscript production that might also be studied are the 
monastic communities of St. Augustine's Abbey and Christ Church, Canterbury, the Abbey of Bury 
St. Edmunds, the monastery of Winchcombe and a group of west country manuscripts. By contrast, 
heads are largely absent from the surviving manuscripts of St. Albans Abbey, Salisbury Cathedral 
and the Cistercian community at Buildwas, inviting speculation that these houses did not experiment 
with heads or that these manuscripts have simply not survived. 
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attributed to Rochester Cathedral and considered the work of a single artist. Indeed, a 
shared repertoire of acanthus friezes, human heads and winged beasts can be found in 
the initials of both volumes. Overall, the decoration of the two volumes raises 
questions about Rochester's production of manuscripts as well as its relationship to 
Canterbury illumination. 
Rochester was a prominent monastic community in twelfth-century England since it 
was re-founded as a monastic cathedral after the Conquest and enjoyed an especially 
close relationship to Christ Church, Canterbury. The rapid growth of the monastic 
community, its cathedral, scriptorium and library in the late eleventh and early twelfth 
century has earned the attention of many historians. In some respects, Rochester 
demonstrates the ideals and reforms of Anglo-Norman ecclesiastical leaders. Lanfranc 
ofBec, archbishop of Canterbury (1070-1089), was responsible for the re-foundation 
of the community in 1076 and the appointment of Bishop Gundulf(1077-1107). The 
closeness of the two communities continued as Gundulf administered the diocese of 
Canterbury during periods ofLanfranc's absence and the vacancy between his death 
and the appointment of Anselm. 2 In addition, several Rochester bishops were 
Canterbury monks, and one Rochester bishop later became archbishop of Canterbury. 3 
Bishop Ernulf of Rochester (1114-24), a Canterbury monk and schoolteacher, rebuilt 
the cloister buildings and encouraged the establishment of the scriptorium and library 
at Rochester. 4 One of the manuscripts attributed to Ernulfs patronage is the third 
2 For a discussion of Canterbury in this period, see M. Gibson, 'Normans and Angevins, 1070-1220', 
A History of Canterbury Cathedral, eds. P. Collinson, N. Ramsay & M. Sparks, Oxford, 1995, pp. 
38-68. Rochester's relationship to Canterbury is described in M. Brett, 'The Church at Rochester, 
604-1185', Faith and Fabric: A History of Rochester Cathedral, 604-1994, ed. N. Yates with the 
assistance ofP.A. Welsby, Rochester (NY), 1996, pp. 1-28, esp 2l. 
3 Among the Canterbury monks holding prominent positions at Rochester are Bishops Amost (1076), 
Bishop Gundulf(1077-1107), Ralph d'Escures (Bishop of Rochester 1108-14; archbishop of 
Canterbury 1114-24) and Bishop Emulf (1114-24). C. Flight, The Bishops and Monks of Rochester 
1076-1214, Maidstone, 1997, Appendix l. 
4 For Emulf's career, see Gibson, 'Normans and Angevins' and P. Cramer, 'Emulf of Rochester and 
Early Anglo-Norman Canon Law', The Journal of Ecclesiastical History, 40, 1989, pp. 483-510. 
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volume ofthe Rochester Psalm commentary.5 The artist ofthis manuscript is 
distinctive for his pastel colours and thick application of paint, but he cannot be 
identified in other Rochester or Canterbury manuscripts.6 Some features of the Psalm 
commentary initials, like the presence of acanthus friezes inside letter frames and 
upright beasts as the shafts of initials, are typical of Rochester decoration. 7 Since the 
Psalm commentary appears in an 1122-24 Rochester library catalogue, it may 
reasonably be attributed to Bishop Ernulf s patronage, and it is contemporary with the 
production of a Vulgate set at Rochester. 8 
The library catalogue found in the Textus RofJensis, a law book and cartulary written 
by the Rochester monks in 1122-24, reveals that in the 1120s the scriptorium was 
engaged in the production of a new Bible.9 Three volumes of this Bible, a Pentateuch, 
a Joshua and Kings volume and a New Testament volume, are numbers thirty-two, 
thirty-three and ninety-four in the Textus RofJensis catalogue. 10 In a 1202 Rochester 
library catalogue, all five volumes of the Vulgate are listed together, and they are 
described as novo or new. 11 A striking aspect of this Bible is its production alongside 
5 A fourteenth-century inscription at the base offolio 1 describes the manuscript as a gift of Bishop 
Ernulf. Boase has questioned the accuracy of this inscription, noting that Bishops Arnulf and Ernulf 
were often confused. In art historical terms, MS Roya15.D.II can be dated to the first quarter of the 
twelfth century, making it roughly contemporaneous with the bishopric of Ernulf. Boase, English 
Art, p. 62, n.1. 
6 A few early twelfth-century Rochester manuscripts use pastel colours, also thickly applied, but they 
cannot be attributed with certainty to the same artist; their initials contain mainly vegetal motifs. See 
London, British Library, MS Royal 5.D.IX, fol. 53v and MS Royal 12.E.xx, fols. 33, 35v & 56v. 
7 See for example the initial to the exposition on Psalm 51 in the second volume ofthe Psalm 
commentary set, London, British Library, MS Roya15.D.I, fol. 1; Heslop, 'Brief in Words', fig. 7. 
8 London, British Library, MS Royal 5.D.II is item number 1 on the library list of the Textus 
Roffensis, to be discussed in greater detail below. R.P. Coates, 'Catalogue of the Library of the Priory 
of St. Andrew, Rochester, from the Textus Roffensis', Archaeologia Cantiana, 6, 1866, p. 122. 
9 A facsimile copy is Textus Roffensis (Rochester, Cathedral Library, MSA.3.5), ed. P. Sawyer, Early 
English Manuscripts in Facsimile, vols. 7 & 11, Copenhagen, 1957 & 1962. For the date of the 
Textus Roffensis, see vol. 1, p. 18 and vol. 2, p. 18 where the two parts of the manuscript are dated 
according to individuals and events mentioned in them. Part I containing legal texts can be dated 
between Ralph d'Escures death 20 October 1122 and the consecration of his successor, William of 
Corbeil, on 18 February 1123. Part II containing the cartulary of Rochester Priory has no documents 
from the bishopric of John, consecrated in May 1125. Thus, the Textus Roffensis can be dated 
between 1122 and 1124. 
\0 Rochester, Cathedral Library, MS A.3.5, fols. 226 & 230. 
II The 1202 Rochester library catalogue is in London, British Library, MS Royal 5.B.XII. The two 
catalogues and the surviving manuscripts have been tabulated in M. P. Richards, Texts and Their 
Traditions in the AlJedieval Library of Rochester Cathedral Priory, Transactions of the American 
Philosophical Society, vol. 78/3, 1988, pp. 23-42 and W.B. Rye, 'Catalogue of the Library of the 
83 
an existing Bible at Rochester. The GundulfBible, so-called because a thirteenth-
century inscription on folio 1 identifies Bishop Gundulf as its owner, is a late 
eleventh-century pandect Bible. 12 Lacking miniatures and historiated initials, the 
GundulfBible is decorated only with arabesque initials. It may have served as a 
service book for the liturgical needs of the Rochester monks. Since the text of the 
new Vulgate set was copied closely from the GundulfBible, the earlier volume must 
not have been considered deficient in its textual readings. 13 One motivation for the 
production of a new Bible may have been a desire for a Vulgate set with more 
luxurious decoration. 
In 1981, Mary Richards demonstrated that two manuscripts, one in the British Library 
and the other in the Walters Art Gallery, are the Joshua to Kings and the New 
Testament volumes ofthe Rochester Bible. 14 They were first linked in a 1949 
Baltimore Museum of Art and Walters Art Gallery exhibition, at which time the Royal 
volume was considered a Canterbury manuscript. 15 T.S.R. Boase argued in 1954 that 
the two volumes belonged to Rochester on the basis of their decorative motifs and the 
appearance of a multi-volume Bible in the 1122-24 Rochester library catalogue. 16 One 
ofthe difficulties in identifying the London and Baltimore manuscripts is an 
incongruity in the Textus RofJensis description ofthe Joshua to Kings volume. It is 
described as containing the books of Joshua, Judges and Ruth while the British 
Library manuscript has the books of Joshua, Judges, Ruth and the four Books of 
Priory of St. Andrew, Rochester, AD 1202', Archaeologia Cantiana, 3, 1860, pp. 54-61, nos. 113-
116. 
12 San Marino (CA), Huntington Library, MS HM 62. C.W. Dutschke, Guide to Medieval and 
Renaissance Manuscripts in the Huntington Library, San Marino (CA), 1989, vol. 1, pp. 124-30 and 
vol. 2, figs. 40 & 4l. 
13 Richards has compared the text of the two Bibles and describes the text of the new Vulgate as 
"virtually identical" to that of the GundulfBible, implying that the GundulfBible may have been 
recognised as the Rochester 'use'. Texts and Their Traditions, p. 77. 
14 The third volume of the Vulgate listed in the Textus Roffensis library list, the Pentateuch, is now 
lost. M. P. Richards, 'A Decorated Vulgate Set from Twelfth-Century Rochester, England', The 
Journalo/the Walters Art Gallery, 39, 1981, pp. 59-67. 
15 Illuminated Books o/the Middle Ages and Renaissance, ed. D. Miner, The Walters Art Gallery 
and the Baltimore Museum of Art exhibition catalogue, Baltimore, 1949, cat. no. 19, pI. XIII. 
16 Boase compared the acanthus frieze patterns in the Royal and the Walters manuscripts to London, 
British Library, MS Royal 5.D.II. Boase, English Art, pp. 63-64. 
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Kings. However, Mary Richards has shown that the cataloguer of the Textus 
Roffensis was not always accurate in his assessment of the contents of a manuscript, 
and in the 1202 catalogue the Joshua to Kings volume is described correctly. 17 
Physically, the two volumes are nearly identical in size and layout. 18 Their scripts, 
however, vary and have been the source of debate. Boase described the hands as 
either Canterbury or Rochester. 19 Mary Richards and Neil Ker have pointed out that 
the script of the British Library volume uses rounded forms that are considered 
Rochester variants of the angular Canterbury script.20 This manuscript is considered 
to be a completely Rochester product. The script of the Walters volume uses prickly 
hairlines characteristic of the Canterbury script and has only a few Rochester features. 
Richards attributed this mixture of characteristics to a Canterbury scribe copying the 
manuscript at Rochester. She has dated the Joshua to Kings volume with its more 
elaborate illustration and use of human figures after the Walters volume. 21 This dating 
does not take into account the fact that the Joshua to Kings volume is number thirty-
three in the Textus Roffensis catalogue, and the New Testament is number ninety-
four, an addition to the catalogue.22 One of the most distinguishing features ofthe two 
volumes and a means by which to understand their artists is their differing use of 
human figures and heads. 
17Richards, 'A Decorated Vulgate Set', pp. 59-62. 
18 The dimensions and layout ofMS Royal Le.vU are as follows: the folio size is 395 x 281 mm and 
the text size is 280 x 196 mm, with text columns of 31 lines. The Walters volume has a folio size of 
370 x 274 mm, a text size of 274 x 200 mm and double columns of 30 lines. Richards, 'A Decorated 
Vulgate Set', p. 66. 
19 Boase, English Art, p. 63. 
20 N.R. Ker, English }.;fanuscripts in the Century after the Norman Conquest, Oxford, 1960, pp. 30-
32 where he compares the scribe of the Old Testament volume to the principle scribe of Rochester 
manuscripts. Richards, Texts and Their Traditions, pp. 78-79 and' A Decorated Vulgate Set', p. 62. 
21 In 1981 she dated the two volumes to 1130-40, but in 1988 she revised her dating to 1122-24 with 
the Royal volume still post-dating the Walters volume. Richards, 'A Decorated Vulgate Set', p. 64 
and Texts and Their Traditions, pp. 79-80. 
22 Not only do several folios separate the two entries, but the hand of the New Testament entry uses 
angular capitals in contrast to the rounded forms found on fols. 224-229v of the list. 
85 
The acanthus friezes inside the letter frames of both volumes are typical of Rochester 
decoration.23 In addition, the motif of two beasts flanking a tree in the shaft ofthe I 
Timothy initial of the New Testament is identical to that on a carved impost of the 
chapter house doorway at Rochester?4 Despite their similarities, the two volumes of 
the Vulgate set contain substantial differences in the scale and execution oftheir 
decoration. The Joshua to Kings volume has four historiated initials with many full-
length human figures, rich architectural settings and complex colour schemes. By 
contrast, the New Testament has no historiated initials or full-length human figures, 
and the initials are painted in four bright colours.25 In both manuscripts, human heads 
occupy the shafts and bowls ofletters. In the Joshua to Kings volume they are small, 
paired profile faces in the foliate terminals of initials while in the New Testament 
volume human heads are prominent motifs of the initial decoration (Figs. 98-108). 
The artist of the Joshua to Kings volume can be identified as a Canterbury illuminator 
working ca. 1120.26 Several Canterbury and Rochester manuscripts can be attributed 
to him. For the purposes of this chapter, he will be called the Royal artist after his 
work in the Joshua to Kings volume, part ofthe British Library's Royal collection. 
Another artist whose hand is seen only in Rochester manuscripts decorated the New 
Testament volume at the Walters Art Gallery; he will be called the Walters artist. The 
use of common decorative forms by both artists suggests a collaboration and perhaps 
a desire to create a unified Vulgate set with similarly-sized letters having double-
banded frames, interlocking panels and curling knob-like acanthus fronds. Many 
initials in both volumes are composed of disgorging winged beasts that form the 
upright ofletters such as I or P (Figs. 98, 103 & 108). Despite these similarities of 
23 See Boase, English Art, pp. 63-64. 
24 Baltimore, Walters Art Gallery, MS W.IS, fo1. 216v; D. Kahn, Canterbury Cathedral and Its 
Romanesque Sculpture, London, 1991, p. 73, figs. 112 & 113. 
25 One initial in the New Testament contains a human body, but it has animal heads and is 
considered a hybrid human figure. This is the initial to I John, Baltimore, Waters Art Gallery, MS 
W.1S, fo1. 152; Kahn, Canterbury Cathedral, fig. 65. 
26 This artist and an outline of his work in Canterbury and Rochester manuscripts is discussed in 
T.A. Heslop, "Dunstanus Archiepiscopus", p. 200. 
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construction and decoration, the handling of initials in each volume helps to 
distinguish between the two artists. 
In the Old Testament volume, the foliage has a smooth outline and is coloured with 
thick brushstrokes. Purple is used as a background colour while blue, green, brown 
and grey are blended to create olive green and slate grey. All of these colours 
supplement the bright red, blue, yellow and green paint. By contrast, the New 
Testament initials employ only these primary colours and, occasionally, black. The 
drawing of the Walters artist is generally less sure with broken outlines. Dogs are 
fleshy, ill-defined creatures in the New Testament initials while in the Old Testament 
volume they have hardened outlines and stylised muscles (Figs. 99, 100 & 101). 
Specific foliage forms differ in the two manuscripts as well. The New Testament 
initials favour spindly and twisting foliage rather than the graceful coils and round 
blossoms found in the Old Testament. In addition, two foliage treatments seen in the 
New Testament initials do not occur in the Old Testament volume. One is a frond 
with a ruffled edge that emerges from the centre of a folded leaf as in the Philemon, 
Hebrews and Apocalypse initials (Figs. 106, 107, 108). The other distinction involves 
the colouring of fronds and can be seen on the lower terminals of the Romans and II 
Thessalonians initials (Figs. 104 & 105). In both initials, a scalloped edged leaf is 
coloured with fine pen lines, leaving an uncoloured median line extending the length 
of the frond. This colouring does not appear in the Old Testament initials where 
similar fronds are solidly coloured. The consistent application of these details suggests 
that each volume is predominantly the work of a single artist. A more pronounced 
difference between the Royal and the Walters artists is found in their use of narrative 
and figurative initials. It is in the use of human figures and heads that distinctions in 
the training, skill and ideas of the two artists become apparent. 
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London, British Library, MS Royal L C VII 
Four historiated initials to the books of Joshua, I and II Samuel and II Kings dominate 
the Joshua to Kings volume of the Rochester Bible. The remaining seven initials in the 
manuscript are decorated with a variety of foliage, biting beasts and human heads.
27 
While the historiated initials open prominent books of the Bible, decorated initials 
frequently mark the prefaces and chapter lists. The following analysis of the initials in 
the surviving Old Testament volume will concentrate first on the historiated initials 
before discussing the decorative motifs found in the initials surrounding the historiated 
ones. 
Remarkable for their narrative scenes, the historiated initials are also distinguished by 
their sophisticated colouring techniques that emphasise significant features of the 
initial and set them apart from the decorated initials. A range of colours, richly 
decorated surfaces and elaborate architectural settings that recall ecclesiastical 
architecture mark the historiated initials. Meanwhile, the decorated initials of the Old 
Testament are filled with dogs, winged beasts and human heads painted in basic 
colours with little hatching, speckling or surface ornament. In this manner, the artist 
uses the degree of embellishment and visual complexity of an initial to indicate the 
significance of its text. While this visual emphasis on historiated initials is not 
extraordinary in twelfth-century manuscripts, it marks a critical difference with the 
New Testament volume where the initial decoration is dominated by decorative 
motifs. 
The Joshua initial of the Royal volume is an E composed of two arches ornamented 
with spiral columns, foliate capitals, masonry and domes,z8 Inside the two horizontal 
arches of the letter are the standing figures of Joshua and Moses oriented at right 
27 These initials mark the preface to Joshua (fo1. 1), the incipit to the capitula for Joshua (fo1. 2), the 
capitula for the book of Joshua (fo1. 2), the book of Judges (fo1. 27v), the book of Ruth (fo1. 52v), 
Jerome's preface to the books of Kings (fo1. 55v) and the book ofI Kings (fo1. l20v). 
28 London, British Library, MS Royal I.e.VII, fo1. 2v; Richards, 'A Decorated Vulgate Set', fig. 5. 
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angles to the text. Both figures are in three-quarter view and wear long gowns. Moses 
has a white beard and Joshua a red one. Although they do not look at one another, 
their features and Moses' handing of a jewelled book to Joshua help to identify the 
scene as Moses giving the Book of Law to Joshua?9 This scene is derived from the 
first chapter of the book of Joshua where Joshua, the symbolic successor of Moses, 
receives his charge from God. 30 In the Rochester initial, Joshua and Moses and the 
architectural setting are elaborately drawn with blended paint colours and the 
application of red dots to the background. As a result, the entire initial appears to 
have a highly ornate surface. 
The three decorated initials preceding the book of Joshua do not employ olive or slate 
paint and have no elaborate details. The initials introduce Jerome's preface to Joshua, 
the incipit to the capitula and the capitula to Joshua (Fig. 98).31 All are small letters 
filled with dogs, biting beast heads and foliage. In the letter P to the capitula, a pair of 
profile human heads is set against the multi-coloured ground of the bowl. Some 
hatching appears in these initials, but the use of green washes for the animals and the 
foliage scrolls makes them difficult to distinguish. Overall, the handling of paint, 
foliage and beasts is not striking, and the initials and their texts can be recognised at a 
glance. In contrast, the historiated initial to the book of Joshua contains an elaborate 
scene that provides a pictorial and textual emphasis in the manuscript. The care and 
time taken in its decoration invite longer consideration, not the least because the 
reader must turn his head in order to view the figures of Joshua and Moses. 
29 Kauffmann identifies the subject of this initial as God's charge to Joshua. However, neither figure 
has a halo or divine attributes. The difficulty in identifying the narrative arises because in the Bible 
Moses does not explicitly pass the Book of Law to Joshua. In other twelfth-century English 
miniatures of God's charge to Joshua, like the Joshua initial in the Winchester Bible (Winchester, 
Cathedral Library, MS 17, fol. 69; Fig. 141), God is depicted as a figure emerging from Heaven. For 
Kauffmann's description of this initial, see Romanesque lvlanuscripts, cat. no. 45. 
30 The Walsingham Bible of ca. 1140 similarly has a sideways architectural E to the book of Joshua. 
Moses and a figure, probably Joshua, are seated inside the two arches of the letter; Moses can be 
identified by the horns that grow awkwardly from his cheeks while Joshua holds a book. Despite 
variations in the initial, it seems dependent on the Rochester initial. Dublin, Chester Beatty Library, 
MS 22, fol. 108. E.G. Millar, The Library of A. Chester Beatty: A Descriptive Catalogue of the 
Western lvlanuscripts, Oxford, 1927, vol. 1, cat. no. 22, pI. l>..'Vii. See also Kauffmann, Romanesque 
Manuscripts, cat. no. 59, fig. 159. 
31 London, British Library, MS Royal LC.VII, fols. 1 & 2. 
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In the I Samuel initial, colour and ornamental architecture are again used to frame a 
narrative scene. The scene is the feast ofElkanah, Hannah, Peninnah and her children 
described in the opening ofI Samue1.32 The narrative scene of the feast ofElkanah 
and his wives is described in the opening chapter of the Book of I Samuel, and 
elements of its iconography can be found in contemporary Bibles. 33 Colour is used to 
add to the scene's richness, as in the use of contrasting colours in the shaft and the 
use of red to pick out the children's apples and the labels identifying each figure. 
The following initial to II Samuel depicts David as King and Musician flanked by two 
musicians playing a viol and a horn (Fig. 99). Like the two preceding historiated 
initials, the II Samuel initial has an elaborate architectural framework with three 
domed arches set against a violet ground. The coiling foliage of the shaft contains two 
affronted beasts, a dog biting its paw, two birds and a pair of profile heads. This is the 
only pair of human heads to appear in a historiated initial in the Bible. The heads face 
outwards in opposite directions and have red tinting on their faces. Since they have 
open mouths, they might be interpreted as singers accompanying the musicians above. 
However, three additional pairs of heads in the Rochester Bible also have open 
mouths, and they lack narrative contexts in which they might be interpreted as 
smgmg. 
The historiated initial to the book of II Kings was considered by Boase to be the first 
English example of Elijah's Ascension. 34 The bowl ofthe initial depicts the Ascension 
of Elijah described in II Kings; Elijah in a chariot crosses the river Jordan on his 
32 London, British Library, MS Royal I.C.VII, foI. 58. The iconography and historical connotations 
of the scene are examined by C.M. Kauffmann in 'Elkanah's Gift: Texts and Meaning in the Bury 
Bible Miniature', Journal of the Warburg and Courtauld Institutes, 59, 1996, pp. 279-85. In this 
article a detail of the Rochester initial is fig. 106. 
33 Elkanah and his two wives appear in a miniature of the Bury Bible and an initial of the Winchester 
Bible. Cambridge, Corpus Christi College, MS 2, foI. 147v and Winchester, Cathedral Library, MS 
17, foI. 88 (Fig. 142). 
34Boase noted the Byzantine origin of the iconography and its fuller expression in the Winchester 
Bible initial to II Kings (Fig. 143), English Art, p. 65, pI. 18a. 
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journey to Heaven. The shaft is elaborately decorated with a scene of a hunter and 
two dogs chasing a rabbit. The hunter wears a yellow tunic, holds a pink horn and a 
red club and clambers up the shaft of the initial. Like most of the decorative motifs in 
the Joshua to Kings volume, he lies outside the frame of the narrative scene and is 
unrelated to it. 
The decorated initials of the Royal artist employ a repertoire of beasts, human heads 
and foliage that are often repeated and painted in less detail than the narrative scenes. 
Purple is used in small quantities, if at all, in these initials and there is no surface 
stippling or blended paint. Due to their colouring and positioning, the human heads in 
these initials often seem to compete with other aspects of the decoration for attention. 
For example, in the initial to Jerome's preface to the Books of Kings, the letter V is 
created by a green dragon with red and blue wings set against a pale yellow ground. 
The human heads found in the foliage of the bowl are uncoloured and unobtrusive 
next to the beast. In the decorated letter E to I Kings, the human profiles at the edge 
of the initial are accompanied by a pair oflarge yellow griffins (Fig. 100). The heads, 
similar to other pairs appearing in this volume, are part of the recognisable decorative 
vocabulary of this artist. The approach of the Royal artist to initial decoration may be 
characterised as an additive one in which he freely employs motifs and images from 
his repertoire. Figurative motifs like heads and beasts are frequently paired, recalling 
heraldic devices or textiles in their emphasis on symmetry. Nevertheless, this artist is 
extremely skilled as his historiated initials in this volume demonstrate. 
Baltimore, Walters Art Gallery, MS W.18 
The Walters artist was influenced by the Royal artist's initials in the Old Testament 
volume and copied some of its motifs in the New Testament. However, the Walters 
artist's selection and placement of borrowed motifs signals a different employment of 
these motifs. He rarely places more than one figurative motif in an initial and situates 
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it carefully in its setting. This difference is perhaps one of the most telling means of 
identifying and understanding the two artists of the Rochester Bible. A distinction in 
skill also marks the two artists. As noted, the initials ofthe New Testament 
demonstrate a more awkward handling of paint and line. In one place, trial sketches 
for the beasts in the initial can be found in the margin of the manuscript. 35 Beside the 
skill of the Royal artist, the Walters artist may have a novice or a pupil. 
The twenty-six decorated initials of this manuscript repeat many oftheir beast and 
foliate forms. 36 Some compositions are used in several initials like the epistles ofII 
Peter and III John in which the letters S are composed of disgorging beasts. 37 
Likewise, the letters I to the epistles of Jude and James are formed by upright winged 
beasts that disgorge foliate flourishes. 38 Another favoured motif of the Walters artist 
is the use of a winged beast to form the bowl of a letter P, as in the initials to I 
Corinthians, Galatians, Philippians, II Timothy and Laodicians.39 The wings of these 
beasts are drawn from a bird' s eye view and are multi-coloured. Despite this 
repetition, eight initials in the manuscript are marked by the presence of human heads 
in eye-catching compositions (Figs. 101-108). 
The first initial in the New Testament has been copied with two alterations from an 
initial in a Rochester copy ofJerome's short tracts and commentaries on the Old 
Testament (Cambridge, Trinity College, MS 0.4.7). This manuscript was in the 
Rochester library at the time that the New Testament was produced and will be 
discussed in the third part of this chapter. The Matthew initial borrows the diagonal 
registers occupied by a disgorging beast, a griffin and a winged beast with a human 
35 Sketches of beast heads can be found in the margin beside the I Corinthians initial on folio 175. 
36 These initials are to the books and epistles of the New Testament. The initial to Luke has been 
excised from the manuscript, and there is no initial to II Corinthians. Other losses to the book 
include the entire first quire that might have contained a set of canon tables. There are no prefaces to 
the Gospels. A complete series of photographs of the initials in tlle Walters New Testament may be 
found in the Conway archives of the Courtauld Institute of Art. 
37 Fols. 149v, 155v & 156v. 
38 Fols. 142 & 157. 
39 Fols. 175, 195, 203, 216v & 231; See Kahn, Canterbury Cathedral, fig. ll2 for the II Timothy 
initial. 
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head in its mouth (Figs. 93 & 101). However, the man holding a fish on his shoulder 
in the middle register of the Jerome initial is absent in the Matthew initial where the 
register is elongated and filled with an ill-proportioned beast that barely resembles the 
griffin in the original. The second change from the original is the addition of a 
crossbar filled with a winged beast that holds the human head in its jaws. The copying 
ofthe Jerome letter I for the Matthew initial L was probably encouraged by the 
similarity of their letter structures. An anomaly, however, is why the artist chose to 
keep the human head when he avoided the use of full-length human figures, like the 
man with the fish, in the New Testament initials. 
One explanation for the presence of the human head and the deletion of the man might 
be that the artist felt unable to adequately draw the human figure, but he was less 
intimidated by the profile head. A diminutive portion of the initial and caught between 
two beast mouths, the head might convey a sense of entrapment and struggle since it 
is caught in the jaws of two dragons, universal signs of evil. The head itself is not 
closely linked to the text by virtue of its placement inside the letter. It is, however, 
located beside Matthew's text describing the genealogy of Christ and specifically 
beside the verse Achaz autem genuit Ezechiam. In Jerome's interpretation of Hebrew 
names, a text found in MS 0.4.7, the manuscript from which the Matthew initial was 
copied, Jerome wrote that Achaz signifies one who is held or arrested. 40 Because the 
human head is caught in beast mouths beside this text, a diligent reader seeking text 
and image connections might have observed a link between the initial decoration and 
the opposing text. 
Portions of the initial to the Gospel of Mark have also been borrowed from MS 0.4.7 
(Fig. 102). The letter I contains motifs from two initials ofthe Jerome manuscript, 
suggesting that the Walters artist built his repertoire of motifs from the patristic 
manuscript. The flattened lions facing one another inside the letter are found in the 
40 Aaz adprehendens. Jerome, Liber ]nterpretationis Hebraicorum Nominum, De novo testamento, de 
evangelio Matthaei in CCSL, 72, p. 134. 
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initial to the pseudo-Jerome's preface to his commentary on II Samuel. The human 
head and the mask at the base of the letter are parts of the initial to Jerome's 
commentary on Genesis (Fig. 93). Despite these models, the Walters artist made two 
significant changes. He added a mask to the upper terminal and shifted the profile 
human head so that it looks upward and not at the text. 
In 'reading' this initial, a Rochester monk might have noted again the presence of a 
human head in a beast mouth as a potential sign of struggle against evil. The opening 
of the Gospel of Mark describes the birth of John the Baptist and his prophecy of the 
coming of Christ. Mark 1 :2, "Behold, I send my Angel before thy face" appears 
beside the beast holding a human head in Walters MS W.18. 41 The angel referred to in 
this verse is John the Baptist who is considered a forerunner of Christ. A portion of 
this phrase, meum ante faciem tuam, is directly opposite the head. The head, 
however, has been turned and does not look into the text. Nevertheless, its position 
immediately beside this text suggests a link between the word "face" and the human 
head. In addition, the personal possessive "thy" might have increased the reader's 
attention to the human head and its position. 
Framing the letter are two contrasting masks. Both have horns, but one set is foliate 
while the other is crescent-shaped. The different colours of the faces, red, green and 
buff for the upper head and blue for the lower head, further distinguishes them. The 
upper mask is before the face of the trapped human head. With a slightly wild and 
dishevelled appearance, this mask could potentially be interpreted as John the Baptist 
who emerged from the wilderness and predicted Christ's birth.42 If read as John the 
41 Although the Gospel of Mark attributes this quote to Isaiah, modern scholarship has determined it 
to be a conflation of Exodus 23:20, Malachi 3:1 and Isaiah 40:3. 
42 Deborah Kahn has suggested that a crypt capital at Christ Church Canterbury with a bearded head 
ensnared in foliage provided the model for this head. Kahn, Canterbury Cathedral, p. 52, fig. 61. If 
the manuscript was decorated at Rochester, as the I Timothy initial based on the Rochester chapter 
house impost suggests, then the Walters artist would have drawn the Canterbury capital from 
memory. More local capitals might also have influenced the Walters artist. In the Walters Art 
Gallery file on W.18, photographs of a heavily eroded twelfth-century capital at Rochester Cathedral 
reveal that it was decorated on two faces with a king and on the other two faces with a horned devil 
and a fool sticking out his tongue. 
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Baptist, this mask visually illustrates the prophecy of Mark 1:2 since it appears before 
the face of the trapped human head. The opposing mask with its blue tinting is equally 
suggestive. Its round face resembles a Gorgon mask, and it has curved horns often 
associated with Moses or devils. 43 Visually this head is a foil for the upper mask. The 
text beside the initial describes John the Baptist and the coming of Christ as well as 
Satan's temptation of Christ in the wilderness. The juxtaposition of the masks and 
their colouring might lead a reader to identify them as John the Baptist and Satan. The 
three main characters mentioned in the text on this folio are John the Baptist, Christ 
and Satan, introduced in that order. By identifying the three heads with the three 
characters described in the text, the ragged mask at the top is John the Baptist, the 
human head trapped by a beast is Christ and the grinning Gorgon mask at the base is 
Satan. The struggle of the human head in the shaft could be interpreted in an 
allegorical sense related to Christ's suffering on earth. 
Three human heads appear in the initial to I Peter. These heads are all in profile, and 
they inhabit the lower terminal of the letter P (Fig. 103). A blue bearded head with a 
red eye disgorges a stem from which a Janus head sprouts, each head preparing to eat 
from the bunch of grapes before it. All three figures are carefully modelled in buff and 
set against a strong blue and yellow ground. The arrangement of the three heads 
suggests a trinity. In addition, grapes are a symbol ofthe wine of the Eucharist. These 
Trinitarian associations can be supported by their surrounding text. The text of! Peter 
1 :2-3 is indented to accommodate the terminal of the letter and contains part of 
Peter's greeting and benediction. In this passage, Peter refers to the three persons of 
the Trinity as grace and peace or the Holy Spirit, God the Father and Jesus Christ. 
The presence of a trinity of heads in the base of the initial is likely to have been a 
43 Compare, for example, Moses' horns in a miniature of the Bury Bible (Cambridge, Corpus Christi 
College, MS 2, fol. 94) and the initial to Joshua in the Walsingham Bible (Dublin, Chester Beatty 
Library, MS 22, fol. 108). Conversely, the devils tormenting the Damned in the Winchester Psalter 
miniature of the Angel Locking the Damned in Hell all have horns, and many of them are crescent-
shaped (London, British Library, MS Cotton Nero C.IV, fol. 39). Kauffmann, Romanesque 
Manuscripts, figs. 149 & 159 and English Romanesque Art, p. 16. 
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conscious part of the decoration. That God the Father begot Christ and the Holy 
Spirit is hinted at in the bearded head that disgorges and supports two other heads. 
In the initial to Romans, a single head is found in the lower terminal (Fig. 104). Like 
the profile on the shaft of the I Peter initial, it is bearded and oriented towards the 
text. Attention is drawn to the human head due to its substantial size and position 
between the text columns rather than in the indented space above. The text across 
from this head, Romans 1:6-7, contains another evocation of the Trinity. It reads, "to 
all that are at Rome, the beloved of God, called to be saints. Grace to you and peace 
from God our Father, and from the Lord Jesus Christ". Paul's practice of recalling the 
Trinity in the opening of his epistles was noted by Augustine in his unfinished 
commentary on Romans.44 In his discussion of this passage, Augustine argued that 
Paul's invocation of grace and peace refers to the Holy Spirit and that along with the 
invocation of God the Father and Jesus Christ, it invokes the Trinity.45 A Rochester 
monk probably would have recognised Paul's invocation ofthe Trinity or recalled 
Augustine's discussion of it because the early twelfth-century library at Rochester 
owned a copy of Augustine'S commentary on Romans. 46 In fact, the Walters artist 
decorated the Rochester copy. The opening initial in this manuscript has many pencil 
sketches, smudges, erasures and unevenly applied paint, suggesting that it predates 
the Walters artist's work in the New Testament. 47 If so, then it is likely that the artist 
44 Augustine also observed that the word for greeting, salus, means three in some languages. He 
linked this etymology to the fact that the greetings of the epistles often invoke the Trinity. Augustine 
on Romans: Propositions from the Epistle to the Romans/Unfinished Commentary on the Epistle to 
the Romans, tr. P.F. Landes, Society of Biblical Literature 23, Chico (CA), 1982, Unfinished 
Commentary, chapter 13, pp. 68-69. 
45 See Landes' introduction, Augustine on Romans, p. xi. 
46 In the 1202 library catalogue, item number thirteen is {Aug] Super epistolam ad Romanos ex 
compilacionibus bede in uno vol. London, British Library, MS Roya14.C.IV was linked to Rochester 
in Medieval Libraries of Great Britain: A List of Surviving Books, ed. N.R. Ker, 2nd ed., London, 
1964, p. 162 where it is described as 'Florus diaconus'. Richards has identified it as the Romans 
commentary, Texts and Their Traditions, p. 33. 
47 Although London, British Library, MS Roya14.C.IV is not listed in the 1122-24 Textus RojJensis 
catalogue, its script, page layout and decoration indicate that it is contemporaneous with Bible. 
Perhaps this manuscript was unfinished in the scriptorium at the time the Bible was decorated, or it 
may have been left out of the library catalogue since the Augustine folios of the catalogue are 
extremely full and the last two lines on folio 225 recto are cramped. It is listed in the 1202 library 
catalogue. Rye, 'Catalogue of Rochester, AD 1202', p. 54, no. 13. 
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had read and absorbed the text of Augustine's commentary before decorating the 
Bible initials. Since Augustine discusses the phrase 'grace and peace' at great length 
in his commentary, it is probable that the artist was prepared to recognise its 
occurrence in the Bible. Thus, even though the initial does not depict a Trinity, the 
bearded face looking into this passage might evoke the Trinity due to its placement 
next to the textual invocation of the Trinity. 
In the following two initials with human heads in the Walters volume, the heads are 
not located on the terminals ofthe letter. Instead they are buried in its foliate scrolls. 
A profile head is upside down in the foliage ofthe II Thessalonians initial (Fig. 105). 
Rather than protruding from the letter or facing the text opening, the head is enclosed 
in a foliage coil and looks left towards the gutter. It is on unpainted vellum, and there 
is a single beast head in the initial decoration. This absence of distracting details draws 
attention to the unusual orientation of the head. It is framed by two references to the 
same text, Paul's warning of the appearance of the Antichrist in II Thessalonians 2:1-
2. The passage opens with the phase Ragamus autem vas jratres. This phrase is also 
the chapter heading for this portion of the epistle. The capitulum for II Thessalonians 
2: 1 can be found opposite the head on the verso. The same phrase is repeated in the 
opening of chapter two in the right column behind the head where it is introduced by a 
green letter R This text warns Paul's readers not to lose their minds in fear or in 
anticipation of Christ's coming. The passage, found on both sides of the head, may 
help to explain its unusual appearance. The upside-down head could be interpreted as 
an individual losing his head and not being in a right, or upright, mind. Alternatively, 
the upside-down head, the only one of its kind in the manuscript, could be read as an 
evil character such as the Antichrist. Both interpretations are well suited to the textual 
location. 
Another foliate head is found in the bowl of the letter P to Philemon (Fig. 106). This 
head is upright and oriented towards the opening of the epistle. Like other initials with 
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heads in the New Testament, the decoration is limited to foliage and geometric forms. 
The trapped quality of the head may be intentional. The epistle to Philemon is one of 
the letters that Paul wrote while imprisoned, as indicated by the rubricated opening of 
the epistle describing Paul as vinctus or prisoner. As a visual analogy ofthis text, the 
head, entrapped by foliage, might be considered a prisoner as well. 48 
One ofthe most striking initials in the New Testament is that opening the epistle to 
the Hebrews. A large frontal head with a moustache rests between the foliage scrolls 
ofthe letter M (Fig. 107). The ears, eyes and chin of the face are oddly shaped, 
possibly encouraging the reader to study the head. Upon examination, the reader 
could see the head as three heads in one, two profiles flanking a frontal face. Another 
trinity of heads, it may be linked to the rubricated word directly below, multifarie. 
Meaning in many places or in many ways, this word is used to describe the ways in 
which God speaks to people. Since God can be seen to act through the Trinity, this 
opening word alone provides a possible interpretation for the head since it too can be 
seen in two ways. As one of Paul' s epistles, the letter to the Hebrews could be 
expected to contain a reference to the Trinity in its opening passage. However, as 
Augustine notes in his commentary on Romans, the reference to the Trinity is obscure 
in Hebrews since Paul did not want to risk offending Jewish readers. 49 Would the 
Rochester monk, familiar with this passage in Augustine's commentary on Romans 
have recognised this trinity of heads as a subtle reference to the Trinity? The repeated 
emphasis on the Trinity in the initial decoration of the New Testament reinforces the 
suggestion that the Walters artist had read and carefully considered Augustine's 
commentary on Romans. The initials to II Thessalonians, Philemon and Hebrews have 
also indicated a possible link between the initial decoration and the rubricated 
headings or chapter openings of these books. In each case, the rubricated word 
suggests a potential interpretation for the human head in the initial. Such connections 
48 A human figure is also entangled in the foliage of the Philemon initial in the Winchester Bible. 
Walter Oakeshott suggested that the figure might be symbolic of Paul the Prisoner or the True Vine. 
Oakeshott, The Two Winchester Bibles, p. 49. 
49Augustine on Romans, p. 11. 
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between the decoration and the rubrication could also indicate that the artist supplied 
the rubrication and that these rubricated words and letters gave him ideas for the 
initial decoration. 50 
The initial to the Apocalypse is composed of two large winged beasts that are 
particularly well executed (Fig. 108). The skilful drawing of their twisting necks is 
distinctive. It raises the possibility that this feature was copied from work of the Royal 
artist or that the Royal artist sketched it. The foliage forms and the painting of the 
initial, however, are the work of the Walters artist. The profile head entangled in 
acanthus scrolls is difficult to relate to the text due to its location inside the letter, nor 
does the rubrication on the page help to explain its presence. It may function as a text 
marker lacking the textual specificity ofthe preceding heads. Unfortunately, the red 
paint surrounding the head has been smudged, further obscuring the head. This 
accident is likely to have occurred after the initial was painted. 
A hybrid human figure appears in the initial to John's first epistle. The bowl of the 
letter Q is filled with a dog-headed creature having a human body and holding two 
branches. 51 The drapery, knotted girdle and posture ofthe seated figure resemble that 
of David in the II Samuel initial in the Old Testament (Fig. 99). In the New 
Testament the dog-headed figure is an anomaly for its human body and its sure 
outline. Did the Royal artist supply it as well as the two beasts in the Apocalypse 
initial? Inspiration for the motif may come from Canterbury sculpture; Deborah Kahn 
compared it to a two-headed beast with breasts appearing on a crypt capital at 
Canterbury Cathedral. 52 Why the Royal artist assisted in these two initials and not the 
remainder of the manuscript is unclear. Perhaps he left Rochester at an early stage in 
50 In some initials in the New Testament, the colours of the rubrication are similar to those used in 
the initial. The rubrics often overlap the decoration, indicating that they were added after the initial 
was painted. It is possible that pencil notes in the margins, now erased, indicated to the artist the 
rubrics that were to be supplied in each case. The artist as rubricator is suggested in London, British 
Library, MS RoyaI4.C.IV since it has heavily erased rubrication that is poorly spaced. 
51 Baltimore, Walters Art Gallery, MS W.18, fol. 152; Kahn, Canterbury Cathedral, fig. 65. 
52 Kahn, Canterbury Cathedral, p. 52, fig. 62. 
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the production of the New Testament, leaving the Walters artist to decorate the 
remainder of the volume, work which he accomplished with the aid ofMS 0.4.7. The 
seated figure, despite its pose, garments and girdle, rests its feet on a beast head and 
has dog heads. These features are atypical of seated authority figures and might be 
recognised as subversive. In fact, the dog-headed creature recalls the cycnocephali 
depicted in Romanesque sculpture and often interpreted as non-Christians who inhabit 
distant portions of the earth. 53 
Unlike the two Rochester manuscripts already examined in this thesis, the Rochester 
Psalm commentary and the Joshua to Kings volume of the Old Testament, attention is 
drawn in the New Testament to the human head and to the manner in which heads can 
relate to the text beside the initial. Multiple text readings can be found for the New 
Testament heads. Its initials most resemble those of the Psalm commentary because 
they are not historiated and they sustain text and image analysis, unlike the Old 
Testament initials that are based on the textual narrative. Historiated initials and 
allegorical text and image relationships can be seen in a fourth Rochester manuscript, 
Cambridge, Trinity College, MS 0.4.7. 
Cambridge, Trinity College, MS 0.4. 7 
Copied mainly from a Christ Church manuscript (Cambridge, Trinity College, MS 
B.2.34), MS 0.4.7 contains various tracts on the Old Testament. While some of these 
texts have now been attributed to the pseudo-Jerome, they were thought in the 
twelfth century to be by Jerome and to be useful in Bible study.54 Four similar 
volumes of Jerome's tracts can be found in the early twelfth century.55 The general 
53 See for example the cynocephali on the twelfth-century tympanum at Vezelay, R. Wittkower, 
'Marvels of the East: a Study in the History of Monsters' , republished in R. Wittkower, Allegory and 
the Migration of Symbols, London, 1987, fig. 77. 
54 For a discussion of one of the pseudo-Jerome texts, see A. Saltman, Pseudo-Jerome Quaestiones 
on the Book of Samuel, Leiden, 1975. 
55 A full listing of contents of MS. 0.4.7 may be found in Gameson, The Manuscripts ofEar~y 
Anglo-Norman England, no. 167. Nos. 136,222 and 697 in the same volume are manuscripts from 
100 
contents of the Rochester manuscript may be characterised as commentaries on 
various books of the Old Testament and onomastica or works describing the origin 
and meaning of names. The onomastica in particular can be found appended to Bibles 
and Psalm commentaries where they must have guided reading on the Bible. 56 
The similarity of the texts ofMS B.2.34 and MS 0.4.7 suggests that the Rochester 
manuscript was copied from the Canterbury copy with two alterations to its 
contents. 57 It was written by one of two main Rochester scribes and decorated by the 
Royal artist. 58 M. R. James conjectured that it was originally made for Canterbury and 
given to Rochester before 1122-24 since it is listed in the Textus Roffensis library 
list. 59 Several of the motifs found in the initials ofMS 0.4.7 are also seen in a 
contemporary copy of Anselm of Canterbury's works (Oxford, Bodleian Library, MS 
Bodley 271), produced at Christ Church in the 1120s.60 These factors concur with the 
earlier suggestion that the Royal artist was a Canterbury artist who worked at 
Rochester for a period in the 1120s. 
One of the MS 0.4.7 initials has appeared in scholarship. Michael Camille, in an 
article concerned with reading and depictions of speech in twelfth- and thirteenth-
century miniature painting, examined the initial letter A to Jerome's Liber 
Interpretationis Hebraicorum Nominum, a list of Hebrew names appearing in the Old 
Christ Church Canterbury, Durham and Exeter that contain related, though not identical, collections 
of Jerome's writings. 
56 Jerome's Liber lnterpretationis Hebraicorum Nominul71 can be found in English Psalm 
commentaries such as Oxford, Bodleian Library, MS Bodley 270a and Bibles like Oxford, Bodleian 
Library, MS Rawl Q.b.5. 
57 The Canterbury volume contains 'notae divinae legi necessarie cum suis exemplis' which the 
Rochester volume lacks. A tract entitled' Ad estimandum cuiusque rei altitudinem sole lucente' is 
added to the Rochester volume. Compare nos. 136 and 167 in Gameson, The Manuscripts of Ear~y 
Anglo-Norman England. 
58 Several additional Rochester manuscripts were copied from Christ Church exemplars. For a list of 
these manuscripts see Ker, English Jvianuscripts, pp. 14-15. 
59 It is item number twenty-nine, de hebraicis quaestionibus in genesi, et de mansionibusjiliorum 
israhel, et de distantiis 10corul11, et interpretationes hebraicorul1111ol71inum, et quaestiones in librum 
regem, et de decem temptationibus, et canticum debborae, et lamentationes ieremiae in i vol, 
Richards, Texts and Their Traditions, pp. 26-27. See also Kauffmann, Romanesque Jvianuscripts, cat. 
no. 23. 
60 Kauffmann, Romanesque Jvianuscripts, cat. no. 42.The motifs include a man carrying a fish on his 
shoulder and a boy riding a hooved bird. In turn, several initials and motifs in MS Bodley 271 can be 
related to other Canterbury manuscripts. 
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Testament with their symbolic meanings (Fig. 96).61 The initial contains a bear 
wearing a muzzle and a lead, a bear trainer and a human figure clambering in the 
foliage along with a winged dragon and a dog-like creature. Camille argued that the 
bear trainer is teaching the bear his ABCs, mimicking the action of the reader who 
was expected to read and to memorise the alphabetical lists of Hebrew names. The 
bear's repetition of his trainer's sounds, beginning with the letter A, might have 
echoed the manner in which the reader would have begun to memorise, through oral 
repetition, the onomastic. Camille also suggested that the human figure munching on 
the leaves of the letter illustrates the term ruminatia, the practice of meditating and 
chewing on words oft ext. Camille described the entire initial as "a cue for audible 
repetition" and "a playful admonition to the monastic user of the text to learn through 
repeating these interminable lists in their alphabetic order". 62 
Another onomastic, Eusebius of Cae sa rea's list of Old Testament place names 
translated by Jerome, is opened with the letter A (Fig. 95). Inside, a bald man sits 
astride a hybrid bird with large hooves. A profile human head is attached to the lower 
terminal of the letter. Both motifs may be seen in Canterbury manuscripts. In MS 
Bodley 271, the Canterbury copy of Anselm's works, a boy rides a bird in the initial 
to de Libera Arbitria.63 As in the MS 0.4.7 initial, the bird turns to bite the boy's 
head. A related motif of a man riding a serpent can be found in several twelfth-century 
initials where it has been interpreted as a wicked man.64 The boy riding a bird might 
represent a fable or proverb, but if so its meaning is now unknown. The head on the 
terminal wearing a Phrygian cap may be compared to a significantly smaller head with 
61 M. Camille, 'Seeing and Reading: Some Visual Implications of Medieval Literacy and Illiteracy', 
Art History, 8/1, 1985, pp. 26-49. 
62 Camille, 'Seeing and Reading', pp. 29-30. 
63 de Libero Arbitrio. Oxford, Bodleian Library, MS Bodley 271, fol. 127v. 
64 This motif appears late in the twelfth century in a Durham manuscript, Durham, Dean and 
Chapter Library, MS A.II.19, fol. 87v. Here the motif is in a roundel in the shaft. The man has 
purple flesh and wears white shorts. His features are grotesque and the serpent that he rides turns to 
bite his nose; Kauffmann, Romanesque Manuscripts, fig. 287. A related motif appears in the St. 
Albans Psalter initial to Psalm 57 where a man rides a serpent. It has been interpreted as the wicked 
man astride a dragon. Hildesheim, St. Godehard, Psalter s.n., p. 183. St. Albans Psalter, p. 226 and 
pI. 58c. 
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a similar cap in the exemplar for the manuscript, MS B.2.34.65 Phrygian caps were 
occasionally used in Anglo-Saxon miniature painting to describe people from distant 
places, as in the miniature of the Ascension of Enoch in the Caedmon Genesis, or to 
identify Jews in miniatures of the Anglo-Saxon Hexateuch. 66 In twelfth-century 
illumination such as the Numbers miniature in the Bury Bible, such caps are worn by 
Old Testament figures. 67 In the Rochester initial, this hat might be seen to hint at the 
textual content, a list of faraway places noted in the Old Testament. In this initial, like 
the previous one, decorative elements are applied individually and do not construct 
complete scenes. Rather, they appear to be drawn from the artist's repertoire and 
added as space allowed. 
One initial in the manuscript has been described as historiated, and a second might 
also be considered to illustrate a textual theme. A man playing a harp in the initial to 
the pseudo-Jerome's commentary on I Samuel was identified as David by Kauffinann 
(Fig. 97).68 Although the man is not crowned, his presence at the opening of a 
commentary on I Samuel makes this a reasonable attribution, especially since the II 
Kings initial of the Rochester Bible by the same artist has a seated David playing a 
harp (Fig. 99). Fluid hemlines, architectural footstools and pairs of open-mouthed 
profiles are found in both initials. The heads in the MS 0.4.7 initial are part of the 
terminals adjacent to David. Their proximity to him encourages their interpretation as 
singers accompanying David who is shown here in his guise as Psalmist rather than as 
King. 
The first initial in the manuscript is a Q in which a horse and a rider are attacked from 
behind by a creature with a bear-shaped body and a long snout.69 The rider wears a 
long gown and pointed shoes and has a raised sword. Details of the horse's genitalia 
65 Cambridge, Trinity College, MS B.2.34, fol. 117; Kahn, Canterbury Cathedral, fig. 67. 
66 R. Mellinkoff, Outcasts: Signs of Otherness in Northern European Art of the Late Middle Ages, 2 
vols., Berkeley, 1993, vol. 1, p. 90 & vol. 2, figs. m.1l4, m.1l7 & m.llS. 
67 Cambridge, Corpus Christi College, MS 2, fol. 70; Kauffmann, 'The Bury Bible', pI. 14. 
68 Kauffmann, Romanesque lvfanuscripts, cat. no. 23. 
69 Cambridge, Trinity College, MS 0.4.7, fol. 1. 
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and clumps of fur on the animal's back are depicted with precision and suggest that 
this initial is to be regarded as a scene. The text is Jerome's preface to his commentary 
on Genesis in which he defends his reasons for composing the work: 
I am compelled to begin by answering what has been said against me . . . I 
cannot, therefore, be surprised if a poor little fellow like me is exposed to the 
gruntings of vile swine who trample the pearls under their feet. 70 
The language of the preface is littered with words referring to controversy and 
struggle even though it is largely a topos. The attacks of Jerome's enemies could be 
compared to the scene in the initial where a horse and rider are attacked by a wild 
beast. The passage in which Jerome calls himself a "poor little fellow" troubled by 
swine appears in the right column of text immediately beside the initial letter. Oddly, 
the creature in the initial looks more like a bear than the swine mentioned in the text, 
and the rider with his jewelled clothing, pointed shoes and sword is not a humble or a 
poor man. 
Three other initials in the Jerome manuscript, to the Genesis commentary (fo1. 2), to 
Jerome's list of the homes of the Israelites (fo1. 32v) and to his preface to the list of 
Hebrew names (fo1. 74) also have heads and figures (Figs. 93 & 94). In these 
examples, a man with a large fish over his shoulder, a peering human face and a man 
clinging to the frame of the letter decorate these letters. 7! In these initials, one might 
question the object or setting ofthe figures; what is the goal of the man who clings to 
the letter and looks eagerly towards the text with an open mouth? Why does a 
bearded human head with large ears pop out of the upper bowl of a letter S? Why is a 
man carrying an enormous fish on his shoulder, a difficult and slippery task, while his 
attention is focused on the griffin above him? These figures are inviting and amusing, 
70 Non mirum ergo si contra me parvum homunculum immundae sues grunniant et pedibus 
margaritas conculcent. PL 23, col. 983. 
71 A standing man with an object over his shoulder forming the letter T is common in Romanesque 
manuscripts. Compare Oxford, Bodleian Library, MS Bodley 271, fol. 36; Dodwell, Canterbury 
School, pI. 3Ib. A similar composition appears in the initial to Tobias in several Continental Bibles 
where the object on the man's shoulder varies from a fish to a coffin. See for example Paris, 
Bibliotheque Nationale, MS Latin 5323, fol. 48v; Calm, Romanesque Manuscripts, vol. 1, fig. 41. 
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but questions regarding their meaning and actions lead to the conclusion that they are 
nonsensical and fanciful. 
Overall, there is a sense of imagination in the commentary initials where human 
figures climb and chew on foliage or teach beasts their alphabet. Greater gravity and 
Scriptural themes may be found in the New Testament initials, possibly due to their 
presence in a Bible rather than a patristic commentary. In copying motifs from MS 
OA.7, the Walters artist was highly selective and chose less comic images like a 
human head caught in a beast mouth rather than the bear-trainer, the elegant rider or 
the fisherman. His placement of these motifs into the largely foliate initials of the New 
Testament further emphasises them. 
This assessment of the Royal and the Walters artists corroborates material found in 
additional manuscripts decorated by each artist. The Rochester library contains two 
additional manuscripts decorated by the Walters artist, the copy of Augustine's 
unfinished commentary on Romans and a copy of Augustine's sermons on the 
Gospels. 72 In style, construction and layout, both manuscripts appear to be 
contemporary with the New Testament. They are not listed in the Textus Roffensis, 
perhaps because they were unfinished in 1124. They may also have been left out of 
the library list because space for listing manuscripts by Augustine was limited. Both 
are listed in the 1202 catalogue. 73 The Romans commentary has only one initial at the 
opening of the text. It is painted in the bright palette of the Walters artist and has his 
spindly foliage and fronds with median lines. It is handled poorly, suggesting the work 
of young or inexperienced artist. 74 Three decorated initials can be found in the 
manuscript of Augustine's sermons. 75 Only the opening initial has a human head, a 
72 London, British Library, MS Roya14.C.IV and MS Roya15.C.VlII. 
73 They are manuscript numbers thirteen and five in the 1202 catalogue. Wye, 'Catalogue of 
Rochester, AD 1202', pp. 47-64. 
74 London, British Library, MS Roya14.C.IV, fo1. Iv. 
75 London, British Library, MS Royal 5.C.VIII, fols. 3, 65 & 160v. The second and third initials in 
this manuscript consist offoliage and biting beasts. 
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I; 
profile facing the text with a leaf in its mouth. The head is a misshapen profile with a 
bulbous face, an enlarged eye and red tinting. 
The Royal artist worked on several Rochester and Canterbury manuscripts, 
occasionally in collaboration with other Canterbury artists. 76 At Rochester the Royal 
artist added the only initial in the first volume of the Rochester Psalm commentary 
(London, British Library, MS RoyalS. D.III). It contains a pair oflions affronted 
inside the initial. His eight initials in a copy of Augustine's commentary on Genesis 
(London, British Library, MS Royal S.C.I) contain mostly foliage and symmetrical 
beasts and are decorated in his usual colours plus purple and olive green.77 The first 
initial is historiated with the figure of Augustine seated at a writing desk. The initial to 
Book Five contains an open-mouthed head in the centre of the letter, but no other 
human figures are found in the initials of this manuscript. 
Although a handful of the Royal artist's initials use human heads to suggest a choir 
accompanying King David and humans and animals to illustrate attacks on Jerome and 
to suggest the repetition and memorisation of the text, the majority of his decorative 
vocabulary is applied without an apparent desire to link it to the text. Instead, this 
artist seems to have had a repertoire of delightful images that he reused in many of his 
manuscripts. By contrast, the Walters artist uses a more limited series of motifs, 
sometimes borrowed from the initials of his colleague. He handles these motifs in a 
more precise manner such that a Rochester monk might have been led to consider 
every occurrence of his heads and to question why they differ from one another. In 
examining the approach of these two artists, it is notable that the Royal artist can be 
linked to Canterbury illumination even though he appears to have worked in 
Rochester for a period in the early 1120s. Conversely, the Walters artist is associated 
76The work of the Royal artist includes selected initials in a two volume Josephus, Cambridge, st. 
John's College, MS A.8, fols. 16v, 39v, 48, 61, 76v, 91, and 103v and Cambridge, University 
Library, MS Dd.1.4, fol. 220. The Rochester manuscripts decorated by the Royal artist include 
London, British Library, MS 5.C.!; MS Royal 5.D.III; MS RoyaI6.B.VI and MS RoyaI6.D.I1. 
77 London, British Library, MS Royal 5.C.!, fols. lv, 12v, 25, 36v, 54,66, 78v & 89v. 
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only with Rochester manuscripts and may well have been a Rochester monk. Is it 
coincidence that the local artist demonstrates a greater interest in reading the text? 
One might speculate that the Royal artist was visiting Rochester for a short time and 
was intent on decorating his manuscripts quickly. There is in fact evidence that several 
monks moved from Canterbury to Rochester and vice versa in this period.78 The 
degree to which the Walters artist depends on the motifs and models provided by the 
Royal artist also indicates that the Walters artist may have been a pupil of the more 
skilled Royal artist. The Walters artist seems to have read Augustine's commentary on 
Romans since its ideas found their way into his decoration of the New Testament and 
provide some evidence that he ruminated on and digested its text while decorating it. 
In some respects, the aims of the Walters artist can be related to those of the artist of 
MS RoyaIS.D.lI, the Rochester Psalm commentary. Although these two Rochester 
artists reflect different styles and skills, their manuscripts are close in date and their 
decorated initials engage in text and image relationships. These two manuscripts 
suggest that there may have been a Rochester interest in the meditative and allegorical 
potential of human figures in initials. 
78 Besides the appointment of Canterbury monks as bishops of Rochester, Prior Ordwine and the 
archdeacons Anschetil and Herwis fulfilled various posts at Christ Church and Rochester. Flight, The 
Bishops and lvlonks of Rochester, pp. 199, 20 I and Appendix 1. 
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Chapter Four: The Human Head as a Text Marker 
The Durham and Rochester initials examined in chapters two and three contained 
human heads that in some fashion drew attention to the text and provided a 
meaningful link with it. Through the application of one or two especially distinctive 
heads, the reader might be led to consider the potential meaning of others. In 
manuscripts from other scriptoria, a head simply looking at the text may have been a 
sufficient prompt for the reader to ruminate on the neighbouring text, raising the 
question: could readers be encouraged to regard human heads in initials as signs or 
text markers based on their placement alone? 
A sampling of initials from the catalogue reveals the degree to which the placement of 
a head can suggest a relationship with the text before its face. In initials of the 
Durham de Trinitate and the Durham commentary on Isaiah, the texts in front of 
some heads helped to explain aspects of their appearances (Figs. 54 & 67). Another 
Durham initial working in this way belongs to a copy of Augustine's sermons on the 
Gospel of John (Durham, Dean and Chapter Library, MS B.II.16). Probably 
illuminated at St. Augustine's Abbey, Canterbury, MS B.II.16 may have been 
acquired by Bishop William of St. Carilefbefore 1096. 1 The human head in the MS 
B.II.16 initial (Fig. 42) is part of a grotesque winged bird that forms the letter G and 
faces the text of Tract Three. In addition to its unusual purple body that curls to 
create the letter, the head has a large pink ear, and it is angled towards the text. While 
1 As T.AM. Bishop noted, the script of Durham, Dean and Chapter Library, MS B.II.16 is 
characteristic of manuscripts produced at St. Augustine's Abbey, Canterbury in the late eleventh 
century. The initials ofMS B.II.16 have few parallels to Durham or Canterbury work, but Richard 
Gameson has compared them to the miniatures of the Caligula Troper (London, British Library, MS 
Cotton Caligula AXIV). T.A.M. Bishop, 'Canterbury Scribe's Work', Durham Philobiblon, 2/1, 
1955, pp. 1-3. R. Gameson, 'English Manuscript Art in the mid eleventh century: The Decorative 
Tradition', The Antiquaries Journal, 71, 1991, pp. 93-94. For Bishop Carilef's gift offorty-nine 
manuscripts, see AC. Browne, 'Bishop William of St. Carilef's Book Donations to Durham 
Cathedral Priory', Scriptorium, 4212, 1988, pp. 140-55. She notes that Carilef acquired several 
manuscripts from Canterbury; this may be another of them even though it does not appear to be the 
Augustine on John that is on Carilef's gift list. 
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human figures with pink faces and white highlighting are cornmon in this manuscript, 
there are no other hybrid figures or heads with such prominent ears (Figs. 43-45). In 
the opening of his sermon on John 1:15-18, Augustine asks his readers to "pay 
attention, therefore, and concentrate, both that God may grant as much as I can grasp 
and that you may hear as much as you can grasp". 2 The proximity of this passage to 
the human head with its enlarged ear suggests a relationship between the text and the 
initial even though the passage offers no explanation for why the human head has a 
beast's body. The figure is so striking and comic that it might have drawn attention to 
Augustine's passage that in turn urges the audience to pay attention. A similar textual 
orientation is found in another initial ofMS B.II.16.3 An orange lion with an open 
mouth stands holding a book in the initial to Tract Thirty-six. He faces the word vox, 
or voice, in the rubrics. In both initials a strong use of colour, an orientation towards 
the text and exaggerated features could have inspired the reader to interpret these 
figures as responding to the text. Furthermore, the manuscript contains several 
historiated initials, suggesting that its decoration favoured text-based images.4 
In other Romanesque initials, human heads project from the letter frame with their 
noses breaking into the text column (Figs. 16, 30, 41, 125, 138 & 153). Two related 
initials in Bury St. Edmunds manuscripts have profile faces peering from pink and blue 
petunia-shaped blossoms (Figs. 11 & 15).5 In the Life and Miracles of St. Edmund 
King and Martyr, the blossom is small and caught in the binding, but its sister in the 
Bury Gospels and New Testament is a substantial motif measuring sixty-five 
2 Adestote ergo intenti, ut et quantum capio, donet Deus, et quantum capitis, audiatis. PL 35, col. 
1396. 
3 Durham, Dean and Chapter Library, MS B.II.16, fo1. 90v. 
4 The historiated initials are illustrated and described in Mynors, Durham Cathedral Manuscripts, 
cat. no. 35. Gameson illustrates Christ healing the man born blind in the initial to Tract Forty-four, 
MS B.II.16, fol. 108v in 'English Manuscript Art in the mid eleventh century', pp. 93-94, fig. 25. 
5 Separate artists produced the initials and miniature cycles of both manuscripts. While their 
miniatures were probably produced by artists from St. Albans Abbey, their initials are considered to 
reflect Bury work. In the case of the Bury Gospels and the New Testament, the miniatures were not 
bound to the text until the fourteenth century. See the catalogue entries in Appendix A for New 
York, Pierpont Morgan Library, MS M.736 and Cambridge, Pembroke College, MS 120. KR. 
Bateman, 'Pembroke 120 and Morgan 736: A Reexamination of the St. Albans Bury St. Edmunds 
Manuscript Dilemma', Gesta, 17/1, 1978, pp. 19-26. 
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millimetres in length and sandwiched between the text columns. The remainder of the 
initial P to Philippians consists of small foliate motifs that are coiled within the letter 
shape. The angle of the blossoms helps to focus the heads on specific passages in the 
text. In the St. Edmund libellus, the profile head looks into the text describing the 
fifth-century invasion of Britain by the Angles and the Saxons and attributing the 
subjugation of the Britons to sloth (Fig. 11).6 In Philippians 1:8-10, the passage beside 
head in the Bury Gospels and New Testament, Paul offers encouragement to the 
residents of Philippi, asking them to be good and righteous Christians in preparation 
for the day of Christ (Fig. 15). Are these texts being emphasised by the heads, and 
why might they be highlighted in this way? The physical characteristics of the heads 
are in no way illustrative of the text, and similar heads do not appear in other initials 
of their manuscripts. A later reader seems to have indicated his interpretation of the 
head in the St. Edmund libellus by adding parentheses around the passage referring to 
sloth. The other human heads in the initials of both manuscripts rarely appear in such 
close proximity to the text. 7 In the St. Edmund libellus, a three-quarter view head 
with blue hair is caught in the jaws of a beast (Fig. 12). In the Bury Gospels and New 
Testament, there are several more initials with heads and human figures, but many of 
them are embedded in the foliage of a letter or look away from the text (Figs. 13 & 
14). Nevertheless, the range of peering heads in Bury manuscripts, including several 
heads attached to the initials of the Bury Bible (Figs. 1-10), suggests that the head 
may have been a favoured text marker recognised by members of the community. 
In an initial of a Christ Church, Canterbury manuscript of ca. 1120, a human head 
inside the bowl of the letter tilts his head upward as if to read the text preceding the 
initial (Fig. 19). This initial is a minor letter marking a chapter division within 
Angelomus ofLuxeuil's commentary on the books of Kings; specifically it marks 
chapter 29 of! Samuel where Saul's death is described. The other initials of 
6Abbonis Floriacensis Passio Sancti Eadmundi, chapter 1, I, published in Corolla Sancti Eadmundi: 
The Garland o/Saint Edmund King and Martyr, ed. F. Hervey, London, 1907, pp. 10-11. 
7 See Figs. 12, l3, 14 & 16 as well as the description of additional, unillustrated, initials in the 
catalogue. 
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Cambridge, Trinity College, MS B.3.13 are more fully painted and introduce 
important divisions of the text. 8 For example, the initials to the commentary on I 
Samuel and the prologue to the commentary on II Samuel are large painted letters 
with human heads (Figs. 18 & 20). The heads have snout-like noses, long beards, 
pointed hats and red lips. All of these figures are oriented within their letter, and few 
of them interact with the text in the manner of the bearded red head in the minor 
initial to I Samuel, chapter 29. One human figure, the man squatting between the 
crossbars of the I Samuel initial, gestures towards the text which begins, "there was a 
man" (Fig. 18). Beside these imaginative forms, the human profile inside the minor 
letter invites the reader to look at the text. 
A human profile is suspended from an initial letter filled with diamond and key 
patterns and beast-headed interlace in the Mark initial of the Dover Bible (Fig. 30). 
The drawing of the head's beard, moustache, eyes and ear is precise, and a hood with 
a red and green lining and two upright horns frames the face. Fifty millimetres high, 
the head is an impressive feature of the page. The nose and forehead of the head 
touch the word predicabat, and his open mouth, emphasised by the lining of his hood, 
appears to speak the word "me" in the following line. The parti-coloured horned 
headdress resembles the costume of medieval fools in illustrations of Psalm 52 where 
fools are often represented denying the existence of God. 9 Here, however, the head 
does not mark Psalm 52 but Mark 1 :7, John the Baptist's prophecy of the coming of 
Christ. The presence of a gaping fool beside this text seems to undermine its 
seriousness. Furthermore, the suggestion that the fool says "me", part of John the 
Baptist's words "there cometh after me one mightier than me", is disconcerting. 
As these initials demonstrate, comparing a head to the text before its face does not 
always produce evidence that the head bears meaning in relation to the text even 
8 The inhabited initials ofMS B.3.13 are described in the catalogue. 
9 Fools wearing horned hoods may be seen in initials of the Escorial and the Luttrell Psalters, as 
discussed and illustrated in L. F. Sandler, 'An Early Fourteenth-Century English Psalter in the 
Escorial', Journal of the Warburg and Courtauld Institutes, 42, 1979, pp. 65-80, figs. 25 b & e. 
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though heads can be prominent features of the initial or the page. In some cases, 
juxtaposing the head with its neighbouring text results in a comic world in which 
Augustine's attentive listener is a purple beast with an enormous pink ear or a fool 
interrupts John the Baptist's prophecy of Christ. Such decoration does not appear to 
be text-based even though the siting of the head suggests a close relationship with the 
text. 
In contrast to these unusual characters, a number of heads have tonsures or are 
accompanied by pointing fingers, features which could have earned the especial notice 
ofthe ecclesiastical reader (Figs. 83, 87, 90, 130, 141 & 142). Some tonsured heads, 
like one in the letter E to Jonah in the Auct Bible, are emphatic in their orientation 
towards the text (Fig. 130). The head on the crossbar of this initial is the only one 
among the seven human and seven animal heads in the initial to be upright and to face 
the text. He also has the only tonsure. While the original patron and community for 
this manuscript is unknown, the tonsured head might have established a powerful level 
of identity with its readers. 10 Additional tonsured heads are found in the Winchester 
Bible initials to Joshua and Jerome's prologue to Zechariah (Figs. 141 & 148). These 
profile faces are embedded in the terminals of their letters, and they are coloured dark 
blue, another potential means of alerting a reader. In this Bible several heads are 
pressed against the text or have fingers that point at it, inviting consideration of their 
forms and placement (Figs. 142, 143 & 153). In each of these initials, the terminals 
with heads are extended and placed tightly against the text, implying that the position 
of the terminal and its human occupant was intentional. Professional artists working 
for ecclesiastical communities illuminated both of these Bibles. The manuscripts 
examined previously have been illuminated by monks. Are human heads a 
characteristic of manuscripts made by monks, or are heads used in related ways in 
10 The tonsure is drawn in ink different than that used in the remainder of the initial; it resembles 
the ink of the tex1:. It is possible that it was added when the manuscript was corrected in Winchester 
alongside the Winchester Bible. If so, the addition of the tonsure increases the possibility that this 
head was seen as reflecting the reader and his community. 
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manuscripts made for canons as well as manuscripts illuminated by professional 
artists? 
Lincoln, Cathedral Library, MS 155 
Gesturing and straining humans occupy the initials of a copy of Augustine's 
Enarrationes en Psalm os 1-50 from Lincoln Cathedral (Figs. 81-92). A web of 
directing fingers, leaning human figures and watchful faces is woven throughout the 
sixty-four initials of Lincoln, Cathedral Library, MS 155. 11 Alongside these figures 
which actively engage the reader with the text, another series of initials work on a 
more comic level. 
A purely visual survey of the initials in Lincoln MS 155 suggests that the human 
figures interact with the text in an effort to guide the reader through it. Human figures 
with pointing fingers are found in four places in the manuscript (Figs. 83, 86, 87 & 
90). Their attenuated and bony fingers make an explicit connection with the text. 
Other human figures are distorted in their attempt to look into the text block (Figs. 
82, 87 & 88). Two figures are remarkable for their turn away from the text (Fig. 86 & 
92). The siren in the initial to the exposition on Psalm 26 turns from the text in the 
right column even though her hand points to it. A doubled-over man in the initial to 
the exposition on Psalm 48, sermon two also looks away from the text that his letter 
opens. The human initials in MS 155 are complemented by sixteen initials containing 
lions, owls, birds, fish and goats. The distribution of the animal initials alongside the 
human ones is one of the manuscript's most unusual qualities. 
11 The initial to Psalm 3 sermon one is excised, and Augustine treats several Psalms in two or more 
sermons, thus accounting for the sixty-four initials. The initials opening multiple sermons will be 
designated by the Psalm number followed by the sermon number. The two other volumes of the set, 
Lincoln, Cathedral Library, MS 156 and MS 157 do not have painted initials. MS 156 was given to 
the cathedral by Bishop Chesney (1148-1166), and MS 157 dates to the fourteenth century. 
Thomson, Lincoln Cathedral Chapter Library, p. 123. 
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Neither luxurious nor especially well executed the initials ofMS 155 were decorated 
by a single artist working with a limited range of colours. The initials are softened by 
brown ink: outlines and pencil sketches that show through the thin washes of colour. 
Interspersed among the painted initials are a substantial number of arabesque and 
minor initials organised in no particular sequence. Only the painted initials with human 
and animal figures will be discussed in this study. 12 
Rodney Thomson, who has catalogued and studied the manuscripts of Lincoln 
Cathedral as well as those of St. Albans Abbey, described the initials in Lincoln MS 
155 as a "provincial version" of the St. Albans style. 13 Indeed, certain motifs in the 
Psalm commentary initials can be found in St. Albans manuscripts of the 1130s. For 
example, the bracket-shaped leaves in the initial to the exposition on Psalm 40 are 
found in a Josephus manuscript and an Ambrose manuscript from St. Albans (Figs. 89 
& 109).14 Likewise, the beaded patterns in the shafts of some Lincoln MS 155 initials 
recall those in the Leiden Priscian, a St. Albans Abbey manuscript illuminated by the 
Alexis Master in the first quarter of the twelfth century. 15 One of the closest 
connections between St. Albans manuscripts and MS 155 appears in a copy of 
Anselm's Prayers and Meditations made at St. Albans for' export'. The entangled 
figure in the Lincoln initial to the exposition on Psalm 34, sermon two closely 
resembles a man in the letter A of the Anselmus (Fig. 88).16 In these initials, the men 
are partially or completely naked, and they lean against the right frame of the letter 
12 Painted initials with foliage introduce the expositions on Psalms 2 (foI. 2v), 7 (foI. 12), 9 (foI. 
18v), 16 (foI. 28v), 21 i (foI. 35v), 21 ii (foI. 36),28 (foI. 50v), 29 i (foI. 51), 32 (foI. 7lv), 36 i (foI. 
99), 36 ii (foI. 102), 36 iii (foI. 109), 38 (foI. 118v), 39 (foI. 125), 46 (foI. 156) and 50 (foI. 177). 
Arabesque initials mark the commentaries on Psalms 10 (foI. 23v), 29 ii (foI. 51v), 30 ii (foI. 56),30 
iii (foI. 59v), 31 (foI. 65), 32 iii (foI. 75v), 37 (foI. 113), 48 i (foI. 162v). Minor initials in solid 
colours open the expositions on Psalms 1 (foI. 2) 8 (foI. 16), 13 (foI. 27), 17 (foI. 29v), 19 (foI. 35), 
20 (foI. 35v), 27 (foI. 50v), 29 (foI. 51v), 30 ii (foI. 56), 32 iii (foI. 75v), 37 (foI. 113), and 49 (foI. 
170). 
13 Thomson, Lincoln Cathedral Chapter Library, p. 123. 
14 The Josephus manuscript is London, British Library, MS Royal 13.D.VI & 13.D.VII. The 
Ambrose is Oxford, Bodleian Library, MS Bodley 752. Thomson, Manuscriptsfrom St. Albans 
Abbey, cat. nos. 36,37 & 44, figs. 38, 39. 
15Leiden, Universiteitsbibliotheek, B.P.L. 114B has beaded shafts throughout its initials. Thomson, 
Manuscripts jrom St. Albans Abbey, cat. no. 62, figs. 17-20 & 23. 
16 The Verdun A is Verdun, Bibliotheque Municipale, MS 70, foI. 12. Thomson, Manuscriptsjrom 
St. Albans Abbey, cat. no. 79, fig. 75. 
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with foliage entwined about their legs. In addition, humans with long pointing fingers 
and trousers found can be found in the initials of the St. Albans Psalter. The stylistic 
resemblance between St. Albans and Lincoln manuscripts is not altogether surprising 
since St. Albans lies within the diocese of Lincoln. Among other interactions between 
the two communities, Bishop Alexander of Lincoln (1123-48) attended a translation 
of relics at St. Albans in 1129.17 
Lincoln MS 155 asserts its independence from St. Albans illumination in its 
widespread use of the human head. Although the motif is present in St. Albans initials, 
it appears in no similar degree in any surviving St. Albans manuscript. 18 In fact, the 
series of human heads and figures in the initials of the Lincoln Psalm commentary are 
hardly typical of Lincoln manuscript illumination. Only two Lincoln manuscripts, 
decorated in the first decade of the twelfth century by the same artist, employ human 
heads and figures in their foliate initials. 19 The canons at Lincoln had a modest 
library, and the community is not assumed to have had a scriptorium in the twelfth 
century.20 Thomson suggests that Lincoln manuscripts may have been produced by 
local scribes and artists, hired when needed. In this period many monastic 
communities, including St. Albans Abbey, hired professional scribes to help write 
charters and copy texts. 21 The lack of a 'house style' and the presence of several 
different scribes and artists in the surviving Lincoln manuscripts agree with such a 
17 At the 1129 translation of the relics of St. Albans, Bishop Alexander provided a feast for three 
hundred poor guests. Thomson, Manuscripts from St. Albans Abbey, p. 22. 
18 Compare Figs. 109-116. 
19 Lincoln, Cathedral Library, MS 1 and Cambridge, Trinity College, MS B.5.2. Lincoln, Cathedral 
Library, MS 90. Thomson, Lincoln Cathedral Chapter Library, pp. 3 & 64-65, figs. 37e, 37f and the 
colour frontispiece. 
20 See Thomson's introduction, Lincoln Cathedral Chapter Library, pp. xiii-xvi. The lack of a 
scriptorium at Lincoln concurs with the situation at other cathedrals. See C.M. Kauffmann's review 
ofR.A.B. Mynors & R.M. Thomson, Catalogue of the Hereford Cathedral Manuscripts in 
Speculum, 72, 1997, pp. 205-206. Salisbury Cathedral is an exception among English institutions for 
having an active scriptorium staffed by its canons, but Salisbury manuscripts are notorious for their 
poor decoration. N. Ker, 'The Beginnings of the Salisbury Cathedral Library', Medieval Leaning and 
Literature, eds. llG. Alexander & M. Gibson, Oxford, 1976, pp. 23-49 and T. Webber, Scribes and 
Scholars at Salisbury Cathedral c. 1075-1125, Oxford, 1992. 
21 Abbot Simon of St. Albans Abbey is known to have hired scribes for his personal use. Thomson, 
Manuscriptsfrom St. AlbansAbbey, pp. 52-53. See also M. Gullick, 'Professional Scribes in 
Eleventh- and Twelfth-Century England', English Manuscript Studies 1100-1700, 7, 1998, pp. 1-24. 
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situation. In contrast to the Durham and Rochester manuscripts which were products 
of Benedictine scriptoria, staffed by monks, the Lincoln Psalm commentary appears to 
be the product of a scribe and an artist working independently of the ecclesiastical 
community. One might expect this type of production to have some effect on the 
decoration found in the manuscript since a professional artist might not have as great 
an interest in the text. Despite the uncertainty surrounding the actual production of 
MS 155, it is clear that it was at Lincoln in the 1140s since it is listed in an 1148 
Lincoln library catalogue as Augustinum super primam qudragenam psaiterti, and it 
has been at the cathedral since.22 
In his Enarrationes en Psaimos, Augustine discusses the titulus and each verse of the 
Psalms. The verses are examined in order, and they are interspersed with the 
commentary to give it structure. Augustine's analysis, however, ranges from allegory 
to typology and prayer. Since the Psalm commentary initials imply a passage through 
the text guided by human figures, they will be treated roughly in the order that they 
appear, echoing the order in which the reader might have encountered them and the 
artist might have decorated them. The first figural initials in the manuscript contain 
animals whose forms are repeated in several initials. This repetition is probably due to 
their common letter shapes and the ubiquity of their motifs in Romanesque art. The 
exposition to Psalm 3, sermon two opens with a letter P containing a buff coloured 
beast, possibly a lion, within the bowP3 It resembles three other letters with lions in 
the manuscript, the letters Q to the expositions on Psalm 21 sermon two, Psalm 30 
sermon four and Psalm 33 sermon twO. 24 Another frequently copied motif in MS 155 
is that of an upright fish with green and blue scales. 25 It appears in the letters I 
22Chancellor Ramo's catalogue of 1148 appears in the Lincoln Bible (Lincoln, Cathedral Library, 
MS 1, fol. 2) and is printed in R.M. Woolley, Catalogue of the Manuscripts of Lincoln Cathedral 
Chapter Library, Oxford, 1927, pp. v-ix. 
23 This initial is Lincoln, Cathedral Library, MS 155, fol. 5. The initials to Psalms 1 & 2 are minor 
letters and initials with painted foliage. In addition, the initial to Psalm 3, sermon one is excised, 
making this the first inhabited initial in the manuscript. 
24 Fols. 5, 37, 60v & 82v. The Psalm 33, sermon two initial is illustrated in Thomson, Lincoln 
Cathedral Chapter Library, fig. 41a. 
25This letterform is also typical of Romanesque initials, especially in Canterbury manuscripts. 
Dodwell, Canterbury School, pis. 38d & 38f and The Eadwine Psalter, p. 54, figs. 40a, 4a & 41b. 
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commencing the expositions on Psalms 4 and 24.26 Both texts, like many Psalm 
expositions in the manuscript, open with the statement that the Psalm is a Psalm of 
David that refers to Christ. The fish can be a Christian symbol, and it was used in the 
construction and decoration of initials from the Merovingian period onward. 27 
The initial to the exposition on Psalm 5 is notable for its human heads as well as its 
unusual letter structure (Fig. 81). Due to lack of space in the text column, the left arm 
of the letter T is turned upward between the two text columns. The shape of the letter 
suggests that the scribe and the artist were separate individuals and that the scribe left 
only modest spaces for the initials. Emerging from each end of the letter's crossbar 
are human heads; the left head has fleshy lips and an open mouth while the right one 
has a foliate stem with a ball-like fruit in its mouth. The reader might have compared 
the speaking and eating actions of the two human heads to Augustine's sermon on 
Psalm 5. It begins, 
The title of the Psalm is, For her who receiveth the inheritance. The Church 
then is signified, who receiveth for her inheritance eternal life through our 
Lord Jesus Christ; that she may possess God Himself, in cleaving to Whom 
she may be blessed, according to that, Blessed are the meek, for they shall 
possess the earth (Matt. 5:4) ... Therefore is God said to be our inheritance, 
because He feedeth and sustaineth US. 28 
The reference to sustenance in Augustine's discussion of the Church's inheritance is 
suggestive of the foliage in the mouth of the right head. This head could be considered 
to be 'eating' the branch. It faces the text even though the passage containing the 
phrase "feedeth and sustaineth us" occurs several lines below the head. Psalm 5:2 
"Hear my words, 0 Lord, understand my cry" is the subsequent subject of 
Augustine's exposition; this verse might explain the presence of the left head with its 
open mouth and 'speech'. If so, then the initial may illustrate two distinct themes from 
Psalm 5, the cries of the Psalmist to his Lord and the metaphorical nutrition of the 
26 Fols. 5v and 41v. 
27Pacht, Book Illumination, pp. 47-48. 
28 Titulus Psalmi est: Pro ea quae haereditatelll accipit. intelligitur ergo Ecc/esia, quae accipit 
haereditatem vitam aeternam per Dominum nostrum Jesum Christum, ut possideat ipsum DeulII, cui 
adhaerens beata sit secundum i/lud: Beati mites, quia ipsi haereditate possidebunt terram ... Ergo 
haereditas nostra Deus dicitur, quia ipse nos pascit et continet. PL 36, col. 83. 
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Lord. In seeking to understand the heads in this initial, it is possible that the reader 
would have turned to the Psalm text rather than the commentary because he would 
have better known the Psalm text. 
The letter I to Psalm 6 is figural; a naked man clings to the top of the shaft and peers 
into the text with his head sandwiched between the end of the exposition to Psalm 5 
and the beginning of that to Psalm 6 (Fig. 82). His awkward grasping action and 
position near the top of the letter are odd. Augustine describes Psalm 6 as one of 
judgement emphasised by the Psalmist's plea in verse 3, "have mercy on me, 0 Lord, 
for I am weak: heal me, 0 Lord, for my bones are troubled".29 The bones of this man 
are naked and twisted and could, through their distortion, be considered to be in 
trouble. A near contemporary hand has written in brown ink in the margin de iudicii 
or "concerning the judge". Although it is unclear whether the artist or a reader added 
this phrase, it supports a reading of this man as a vulnerable and disjointed human 
facing judgement. 
The following inhabited initials in the manuscript are letters I that take the shape of 
trees. 30 In one a red-outlined goat stands on his hind legs and climbs the foliate shaft 
of the initial. His attempt to eat the leaves at the top of the letter is comic and bears 
no relation to Augustine'S discussion of Psalm 11. In the initial to the exposition on 
Psalm 12, the tree has a red snake wrapped around its trunk. A similar tree-like 
structure can be seen in the initial I to the exposition on Psalm 35 where the shaft of 
the letter is foliate and two birds sit at the top.31 
On folio 28 recto, two human figures direct the reader towards the text with strong 
pedagogical actions (Fig. 83). The combined textual orientation of the figures makes 
the folio one of the strongest openings in the manuscript. In the upper left column a 
29 PL 36, col. 90. 
30 Fols. 26 and 26v. 
31 Fol. 95. 
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half-length man in the bowl of the letter P points towards the text, his finger outlined 
against the blue background of the letter. Wearing a red gown, a green cloak and a 
buff coloured crown, the man is an authoritative, bearded figure. He points to the 
titulus for Psalm 14, "A Psalm of David Himself, about this title there is no 
question".32 A reader might have recognised this man as David, king and author of the 
Psalms who is often represented in Psalter initials. Indeed, he is in a classical gown 
and wears a crown. These features distinguish him from the man who forms the letter 
T in the lower right column. Squeezed between the text columns, this man wears a 
red tunic and brown shoes and has a beard. In his hands above his head is a blank 
scroll. The man forms the first letter of the titulus to Psalm 15, "Our King in this 
Psalm speaks in the character of the human nature he assumed". 33 Two characteristics 
of the initial are noteworthy. First, it is constructed of a full-length human, potentially 
referring to the human nature of the Psalmist. Secondly, the scroll held by the man is a 
medieval sign for speech. In the Durham copy of Jerome's commentary on Isaiah 
(Durham, Dean and Chapter Library, MS B.II.8), scrolls are used to identify the 
speech offigures in the initial to Book Four (Fig. 66). In other manuscripts like the 
Paris Psalter (Paris, Bibliotheque Nationale, MS Latin 8846), blank scrolls have been 
interpreted as phylacteries, indicating verses to be supplied by the reader.34 The 
juxtaposition of this scroll with the titulus that refers to the manner in which King 
David 'spoke' in the Psalm indicates that the artist intended for the scroll to represent 
the Psalmist's speech. These two human figures encourage the reader to examine the 
text, both to follow the instructions implied in their actions and to understand their 
appearances. 
The gravity with which these two figures direct the reader towards the text is absent 
from the subsequent painted inhabited initial, a letter I to the exposition on Psalm 
18.35 Against a blue frame, a goat stands on his hind legs holding a coil and a whip. A 
32 Psalm us ipsi David. De hoc titulo nulla quaestio est. Psalm 14, l. PL 36, col. 443. 
33 Rex noster in hoc psallllo loqUitur ex persona susceptionis humanae. Psalm 15, l. PL 36, col. 444. 
34The Utrecht Psalter in Medieval Art, pp. 159-64. 
35 Fol. 31v. 
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fanciful creature reminiscent of the climbing goat in the initial to the commentary on 
Psalm 11, this figure resembles the goats on sculptural capitals and in initials from 
Christ Church Canterbury.36 A similar goat, although lacking objects, is also found in 
the P to the exposition on Psalm 33, sermon three.37 One folio removed from the 
goat, a human figure kneels with open hands towards the text (Fig. 84). The man in 
the D to the exposition on Psalm 18, sermon two wears clothing similar to David's in 
the initial to the exposition on Psalm 14.38 This man's open hands suggest a type of 
conversation or pleading. The opening words of the text are deprecati dominus or "I 
beg the Lord". Thus, the man's gesture and kneeling posture could be interpreted as 
one of entreaty. 39 It is difficult, however, to determine whether the man is actually 
begging or if he reminds the reader ofthe text's prayerful quality. 
Folio 41 recto contains the initials to the expositions on Psalms 22 and 23, two 
important Psalms that are considered to foreshadow Christ's Crucifixion and 
Resurrection. 40 The initials to both expositions are side by side and contain human 
figures and heads. The exposition on Psalm 22 opens with a P in which a naked man 
is entangled in foliage. With short brown hair and a closed mouth, this figure looks 
away from the opening text. The first of several initials in this manuscript filled with 
entangled figures, the man's orientation away from the text appears to disassociate 
him from it. In the right column of the folio, a larger P filled with foliage and three 
human heads opens the sermon on Psalm 23 (Fig. 85). Two heads face each other 
inside the bowl; the left has a closed mouth and a paint-smeared face and the right 
profile has an open mouth emphasised by the blue background. A third head peers 
36See Cambridge, Trinity College, MS B.2.34, fol. 117 juxtaposed with a capital from St. Gabriel's 
Chapel at Christ Church, Kahn, Canterbury Cathedral, figs. 66 & 67. 
37 Fol. 88. This initial is fig. 41b in Thomson, Lincoln Cathedral Chapter Library. 
38 The kneeling man in the Psalm 18, sermon two initial was probably intended to have brown shoes 
and a brown beard. It appears that the artist forgot to add this colour to the initial. It would account 
for the sloppy painting around the man's feet. That the man was not intended to be barefoot is 
suggested by the fact that he has no toes in contrast to the carefully delineated toes of the barefoot 
figures in other initials (Figs. 82, 87, 88, 90 & 92). 
39 PL 36, col. 157. 
40 For the Christological interpretation of Psalm 22, see Marrow, 'Circumdederunt me canes multi', 
pp. 167-81. 
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upward from a folded leaf at the base of the initial. The placement of these three heads 
is unusual. None of them look toward Augustine's text describing the Glorification 
and Resurrection of the Lord following his Crucifixion. While the naked man and the 
three heads on this page mark important Christo logical Psalms, they do not interact 
with the text as actively as the preceding human figures. 
The exposition on Psalm 25 is a letter I composed of foliage and a beast mask 
attached to the base of the letter and looking upwards. 41 One of the more common 
motifs in Norman and English initials of the eleventh and twelfth centuries, related 
beast masks can be found on the beak head voussoirs of the west doorway of Lincoln 
Cathedral, carved in the 1140s, helping to place this motif within a local context.42 
The following initial to the second sermon on Psalm 25 may represent a fable as it 
contains a bird and a red fox in the bowls of the letter S.43 These two initials, like the 
tree and beast initials which have preceded them, are interspersed among the human 
initials in a manner that may be calculated to provide a break from the seriousness of 
the text. 
A siren with a green fish tail, long blonde hair and crossed arms points to the opening 
of the exposition on Psalm 26 (Fig. 86). Psalm 26 is often illustrated in contemporary 
Psalters with David pointing to his eyes as an illustration of the first verse, "The Lord 
is my light and my salvation, whom shall I fear?"44 In contrast to this iconographical 
tradition, the siren in Lincoln MS 155 is a fantastic Romanesque image. Found in 
manuscript initials and sculpture, the siren was a female bird-fish familiar in Homer 
41 Foi. 42v. 
42 G. Zarnecki, Romanesque Lincoln: The Sculpture of the Cathedral, Lincoln, 1988, fig. 13. 
43 Foi. 43. Several ofthe Fables of Marie de France involve a fox and a bird. Drawn from the first-
century writer Phaedrns and from folk traditions, Marie's late twelfth-century fables are a 
compilation of moralising stories. It is possible that the Lincoln initial might have been recognised as 
one of these fables even though the letter frame separates the characters and there are no objects with 
which to identify a specific fable. See numbers 10, 13,60 and 61 in The Fables of Marie de France: 
An English Translation, tr. M.L. Martin, Birmingham CAL), 1984. 
44In the St. Albans Psalter, Psalm 26 is decorated with David removing the mote from his eye and 
looking upwards at Christ in glory. Hildesheim, St. Godehard, Psalter s.n., p. 119. St. Albans 
Psalter, pI. SOc. 
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and in classical tradition. Her voice is said to lure sailors into temptation and to their 
deaths; because of this, she was often called an "aquatic harlot" or a prostitute in 
medieval bestiaries. 45 As Debra Hassig has noted, sirens in medieval art are often 
depicted as half-woman, half-fish rather than their classical representation as half-
woman, half-bird, and their sexuality was interpreted as evil and dangerous. 46 Indeed, 
for monks and canons who had taken vows of celibacy, the naked breasts of these 
creatures could signal temptation. In his exposition on Psalm 26, Augustine describes 
the Lord as an illuminator and a protector who will "repel all the assaults and snares 
of mine enemy". 47 The siren depicted in this initial might have been recognised as the 
snare described in the text. The reader who follows her hand into the opening of the 
text could seek protection in the opening lines of the Psalm. 
Naked figures with sinewy muscles and distorted postures are found in Lincoln 
manuscripts and sculpture. The jambs on the west door of Lincoln Cathedral are 
decorated with naked figures climbing in foliage like those in the MS 155 initials to 
the expositions on Psalms 22,26, sermon two, 41, 43 and 47.48 All five initials 
contain naked men of a common physiognomic type entangled in the bowls of letters 
P, D and Q. The orientation of these figures changes slightly, and in one example, the 
initial to Psalm 41, the man points to the text (Fig. 90). In illustrated Psalters, Psalm 
41 is often illustrated with a hart seeking waters as a sign of Christ. 49 The Psalm is 
45 See, for example, the description of the siren in one twelfth-century French bestiary, The Book of 
Beasts Being a Translation from a Latin Bestiary of the Twelfth Century, tr. T.R. White, New York, 
1984, pp. 134-35. Although Lincolnshire was a major centre for the production and decoration of 
bestiaries in the later twelfth century, in the mid-twelfth century, the cathedral is not known to have 
owned one. X. Muratova, 'Bestiaries: An Aspect of Medieval Patronage', Art and Patronage in the 
English Romanesque, eds. S. Macready and F.H. Thompson, London, 1986, pp. 118-144, esp 134. 
46 D. Hassig, 'Sex in the Bestiaries', The Mark of the Beast: The Medieval Bestiary in Art, Life, and 
Literature, ed. D. Hassig, New York, 1999, pp. 71-97, esp. 79. For the appearance of the siren with a 
fish tail in the late seventh or early eighth century, see E. Faral, 'Le queue de poisson des sirenes', 
Romania, 74, 1953, pp. 433-506. 
47 Dominus repellet omnes impetus et insidias hostis mei. Psalm 26, 1. PL 36, col. 197. 
48 Fols. 41, 46v, 136, 142 & 158v. See Zarnecki, Romanesque Lincoln, figs. 27-32 for the jamb 
columns. 
49Compare, for example, the initial to Psalm 41 in the St. Albans Psalter (Hildesheim, St. Godehard, 
Psalter, s.n. p. 154; St. Albans Psalter, pI. 54c) or a marginal drawing of a hart beside Psalm 41 in 
the Bury Psalter (Vatican, Biblioteca Apostolica, Reg. lat 12, fo1. 54; Ohlgren, Anglo-Saxon Textual 
Illustration, fig. 3.16). 
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one of longings according to Augustine, but there is no specific textual source for the 
entangled figure in this initial. 50 The entangled man may have a metaphorical function, 
a suggestion that has been made by T. A. Heslop for selected initials with entangled 
figures in contemporary manuscripts. 51 While the other entangled figures in Lincoln 
MS 155 do not make such emphatic gestures towards the text, it is possible that they 
were regarded as text markers intended to draw the reader's attention to the text in a 
general fashion. 
A naked man stands against a blue panel in the letter I to Augustine's exposition on 
Psalm 30 and points to the end of Psalm 29 with his index finger (Fig. 87). He has 
several notable features: his left elbow juts beyond the letter frame while his left hand 
grasps his waist, his entire figure leans to the left, and his legs are crossed at the 
knees. While some of these features can be attributed to the artist's weak skill, the 
nakedness of the man, the crossing of his legs and his pointing gesture are decisive 
features. The man's bony finger points not to the opening lines of the exposition on 
Psalm 30 but to the end of the preceding exposition. The entire line to which he points 
is, "on confessing thine iniquity He remitteth thy sins, so that ever afterward in 
confessing thy sins, thou should not be pricked with sin". 52 It is possible that the 
awkward pose and crossed legs of the man, like that of the man in the initial to the 
exposition on Psalm 6 (Fig. 82), was intended to draw attention to the line 
emphasising the importance of confession. 
The expositions to Psalm 32, sermon two and 33 are de~orated with birds. A large 
bird of prey fills the bowl of the letter P to Psalm 32; he has a headless red quadruped 
in his talons. The same composition is used again in a P to Augustine's exposition on 
50 PL 36, col. 464. 
51 See Heslop, 'Brief in Words', pp. 8-9 and chapter one of this thesis. 
52 Conjitenti iniquitatem tuam dimWit tibi peccata tua, et ei postea laudes ipsius conjitens in 
ae tern UJ11, non compungaris peccato. Psalm 29, 22. PL 36, col. 226. 
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Psalm 42.53 The initial to Psalm 33 is filled with a brown owl,54 All three initials have 
distracting qualities since their backgrounds are painted in several colours. 
The letter A to Augustine's second sermon on Psalm 34 has been noted for its 
similarity to a St. Albans initial (Fig. 88). Unlike the St. Albans example, the man in 
this initial wears trousers and his head peers between two branches of the letter. The 
entire form of his body suggests tension and a straining towards the text rather than 
the more supportive function of the man in the St. Albans initial. "To the first lines of 
the Psalm let us turn our attention," writes Augustine in the passage to which the man 
eagerly looks. 55 Two features of this man are striking, his open mouth and his 
clothing. In some twelfth-century initials, such as the initial to Psalm 5 in this 
manuscript (Fig. 81) open mouths may be used to convey speech. Here, however, the 
text makes it clear that it is Augustine who speaks these sermons and that the 
audience is intended to listen. Thus, the open mouth of the man is not a logical 
illustration of the text. In addition, his trousers distinguish him from the gowned 
figures in the initials to the expositions on Psalms 14, 15 and 18 sermon two (Figs. 83 
& 84). Trousers are seen rarely in twelfth-century illumination, but they do occur in 
precise places. One of these is the depiction of peasants and labourers in calendar 
illustration, such as the figure of Aquarius in the calendar of the St. Albans Psalter. 56 
The man born blind and the uninvited wedding guest in the Bury Gospels and New 
Testament miniatures also wear trousers. 57 All of these figures reflect a low social 
class or abject behaviour, and they are the subjects of criticism and ridicule. Why is 
the eager man in the Psalm 34 initial depicted with two derided features, an open 
mouth and trousers? 
53 Fols. 72 & 140. 
54 Fol. 80; Kauffmann, Romanesque Nfanuscripts, fig. 164. 
55 Ad reliqua Psalmi intendamus animum. Psalm 34, sermon two, l. PL 36, col. 333. 
56Hildesheim, St. Godehard, Psalter, s.n., p. 3; St. Albans Psalter, pI. 2. 
57Cambridge, Pembroke College, MS 120, fols. Iv & 2v; McLachan, The Scriptorium of Bury St. 
Edmunds in the Twelfth Century, figs. 68 & 70. On the social significance of figures wearing 
trousers, see Heslop, 'Romanesque Painting and Social Distinction', p. 142. 
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The answer may lie with another figure having similar attributes in the initial to the 
exposition of Psalm 48, sermon two (Fig. 92). With trousers underneath his tunic, an 
open mouth and a bald head, this hunched man is an amusing form who bends to 
create the letter H. The identity and source for this figure may be found in the text at 
his back where Augustine laments men who think only of the present world and not of 
Heaven. He calls such men "fools dreading not the voice of Christ". 58 The word fools, 
stulti, in the text helps to explain certain features of the man like his baldness, one of 
the attributes of fools in medieval illustrations of the Psalms. 59 By turning his back on 
the Psalm commentary that offers spiritual guidance, this figure may be compared to a 
fool. There is a humorous quality to the fool whose crisply outlined and large-
proportioned figure tiptoes away from the text opening. It is possible that the artist 
intended to use humour as a means of drawing the reader to examine the figure and 
his surrounding text. The same motivation may be true of the initial with a peasant in 
Psalm 34, sermon two. 
The final inhabited initials to be discussed are the initials to the expositions on Psalms 
40 and 45, a letter Q and a letter I respectively (Figs. 89 & 91). Both initials are 
decorated with profile heads. Their mouths are closed, but being contained in the 
foliage of their letters, they are not closely associated with specific passages of text. 
The consistency with which human forms interact with the text in the initials ofMS 
155 suggests that these heads too might have attracted the notice of the reader, 
perhaps functioning like nota bene signs or general text markers. In this respect, the 
heads are joined by the entangled naked figures whose relation to the text seems 
based on a general marking of it. A thoughtful reader, cognisant of the manner in 
which other human figures encouraged him to read the text, might also have paid 
attention to the initials with human heads. 
58 Stulti non contremiscentes vocem Christi. Psalm 48, sermon two, 1. PL 36, col. 555. 
59 D.J. Gifford, 'Iconographical Notes Towards a Definition of the Medieval Fool', Journal of the 
Warburg and Courtauld Institutes, 37,1974, pp. 9-15. 
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Alongside the human figures and literally mingled with them, are sixteen initials filled 
with comic and lively scenes with animals. Like the human figures, they delight the 
reader with their inventive forms. Although the animals are engaged in various 
actions, they do not point to or look at the text as the humans do. The animal figures 
are contained within their letters unlike the humans whose arms and fingers often 
extend beyond the frame of a letter. The animals are also engaged in actions that 
might be considered ridiculous, such as goats climbing trees or holding tools. Is their 
foolishness and obliviousness to the text an intentional contrast to the humans who 
frequently look at and point to the text? Overall, the role of the animals seems to be to 
increase the colourful and lively decoration of the manuscript. They are part of a 
rhythm in the manuscript's decoration that alternates between initials with human 
forms, animal forms and arabesque or foliate designs, helping to distinguish visually 
between the sixty-five sermons in the volume. 
The human figures' apparent desire to guide the reader through the text of 
Augustine's commentary raise questions about the artist and how to relate the 
manuscript to Lincoln, a community dependent on professional and itinerant artists. 
The production ofMS 155 may be placed in the 1140s on stylistic grounds and the 
terminus ante quem supplied by Chancellor Hamo's catalogue. In the 1140s during 
the bishopric of Alexander the Magnificent, Lincoln attracted a number of prominent 
scholars and craftsmen. The narrative frieze of the Cathedral's west fayade was under 
construction after an 1141 fire, and the noted Italian scholar Wodo taught in the 
cathedral school. One of the individuals drawn to Lincoln to study with Wodo was 
Ralph Gubiun. Abbot of St. Albans Abbey from 1146 to 1151, Ralph Gubiun is 
strongly associated with both Lincoln and St. Albans. His career is noted in the Gesta 
Abbatum Monasterii Sancti Albani where he is described in the main text as the monk 
responsible for the St. Albans scriptorium and its acquisition of books in the 1130s. 
He went to Lincoln in the 1140s to study with Master Wodo and to serve as bailiff to 
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Bishop Alexander.60 A marginal note added to the Gesta Abbatum by Matthew Paris 
states that Ralph was Bishop Alexander's chaplain before becoming a monk at St. 
Albans. The note states critically that when Ralph returned to St. Albans in 1146 to 
become abbot, his appointment was at the insistence of Bishop Alexander and was 
evidence of the bishop's unjust meddling in the affairs of the abbey. 61 While the note 
implies discontent with the relationship between the bishop and the abbey, it does not 
contradict Ralph's involvement with the St. Albans Abbey scriptorium. 
If Ralph Gubiun was in charge of the scriptorium at St. Albans Abbey in the 1130s 
when the St. Albans Josephus, the Leiden Priscian, the Verdun Anselmus were 
produced, then he would have been intimately familiar with their initials. He may 
provide the link between St. Albans manuscripts of the 1130s and a Lincoln 
manuscript of the 1140s. Without a scriptorium at Lincoln in this period, it can be 
conjectured that a member ofthe ecclesiastical community would have supervised the 
production of a manuscript in order to specify the community's requirements. The St. 
Albans stylistic evidence suggests that Ralph Gubiun may have been heavily involved 
in the production ofMS 155. Given his leadership role at St. Albans in the 1130s and 
later as abbot, he might have been particularly interested in the role of initials in 
decorating and enlivening texts. It is also possible that Ralph was the artist of Lincoln 
MS 155. This proposal might account for the awkward handling of the Lincoln initials 
since they could indicate that Ralph was not an extremely skilled artist but one who 
knew the basics of the craft. 62 
A final issue raised by the presence of a St. Albans monk at Lincoln in the 1140s is the 
relationship between the reading of monks and canons. The lectio divina is strongly 
60Gesta Abbatum Monasterii Sancti Albani, ed. H. T. Riley, Rolls Series, London, 1867, vol. 78, pt. 
1, pp. 106-10. 
61 This interpretation of the marginal note is found in Thomson, Manuscripts from St. Albans Abbey, 
pp.22-23. 
62 Ralph Gubiun was clearly not the scribe of Lincoln MS 155. The text is not in a St. Albans hand, 
and the same scribe added the 1148 library catalogue to the community's Bible. As Ralph was not in 
Lincoln in 1148 when Ramo's catalogue was created, he can be ruled out as its scribe. 
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associated with the monastic tradition, being found in several monastic rules and 
guidelines. The rules of canons are more silent on such reading, but it is assumed that 
canons too participated in communal and private reading and in meditation on texts. 
The writings of a contemporary Victorine canon, Hugh of St Victor, address the 
lectio divina and offer guidance to young canons. The seriousness with which Hugh 
emphasises the education and the personal meditation and prayer of canons parallels 
monastic attitudes even though Hugh stresses that the canon's spiritual growth is an 
example for the community.63 From these comments and the well-stocked libraries of 
English canonical institutions, it may be assumed that the Lincoln Psalm commentary 
was read by the Lincoln canons in a manner related to the lectio divina of their 
Benedictine colleagues. A note on the final leaf ofMS 155 offers some guidance on 
the possible reading of the manuscript. In a twelfth-century hand, it reads: legimus in 
eccles' historia.64 The history ofthe church is a major theme of Augustine's text, and 
one that appears in the exposition to Psalm 5, the first place that human heads appear 
in this manuscript. Although this remark is oddly-placed in the manuscript, it 
emphasises a theme from the text and may indicate one way in which this text was 
seen to hold relevance for the Lincoln canons who participated in the liturgy and 
running of their cathedral. 
Winchester, Cathedral Library, MS 17 
A richly illustrated manuscript decorated by several artists of widely ranging artistic 
styles, the Winchester Bible contains twenty-three heads in sixteen of its initials (Figs. 
141-155). These sixteen initials are a mere fraction of the Bible's illumination, and 
they must compete with fifty-one historiated initials as well as several full-page 
miniatures. Although the heads are often paired and appear in shared types, they were 
63Illich, In the Vineyard a/the Text, pp. 78-8l. 
64 This note was not mentioned by Rodney Thomson in his catalogue entry for the manuscript. It 
appears in pale brown ink in the upper right corner offolio 184. The manuscript ends on folio 182, 
but this leaf is part of the original collation and has marks from two strap-pins on the verso. 
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designed by different artists. In their application of heads to initials, the artists seem to 
have challenged themselves and each other to make the heads subtle and evocative 
portions of the decoration. By juxtaposing passages of texts with striking human 
heads, the artists were able to draw attention to these heads. The text-facing heads in 
the lower terminals of the initials to the books ofI Samuel, II Kings and I Peter 
suggest a means of looking and examination in the Bible initials not unlike a game of 
hide 'n' seek (Figs. 142, 143 & 153). 
Significant scholarship on the Bible by Neil Ker and Walter Oakeshott has 
demonstrated that it was produced at Winchester and has been there since its 
production.65 The date of the Winchester Bible is not known with certainty, but most 
art historians place its production around 1160-80, making its commission 
contemporaneous with the bishopric of Henry ofBlois. 66 Bishop of Winchester from 
1129 to 1171, nephew of King Henry I and brother of King Stephen, Henry of Blois' 
interest in art and manuscripts is well documented. 67 While there is no documentary 
evidence that Henry of Blois specifically commissioned the Winchester Bible, he did 
give money to the St. Swithun's scriptorium in 1170.68 Walter Oakeshott argued that 
the Bible was funded and closely supervised by Henry, and he has suggested that the 
Bible's unfinished state might be linked to Henry's death in 1171 and a subsequent 
lack of funds to complete its illumination.69 That the Bible was intended to be a 
sumptuous symbol of the community is suggested by a comparison of the Winchester 
Bible to another Bible associated with Winchester, the Auct Bible (Oxford, Bodleian 
Library, MS Auct E, infra 1 & 2). As Ker has demonstrated, the Winchester and the 
65 See especially Ker, English Manuscripts, pp. 35, 50-52 and Oakeshott, The Two Winchester 
Bibles. 
66 Neil Ker has dated the Bible's script to the mid-twelfth century. English Manuscripts, p. 35. 
Various dates between 1160 and 1190 have been suggested for the work of the Morgan Master and 
his Byzantising colleagues. See Oakeshott, The Two Winchester Bibles, pp. 114-15 and L. Ayres, 
'The Work of the Morgan Master at Winchester and English Painting of the Early Gothic Period', 
The Art Bulletin, 56, 1974, pp. 207-23. 
67 G. Zarnecki, 'Henry of Blois as a Patron of Sculpture' Art and Patronage in the English 
Romanesque, eds. S. Macready & F.R. Thompson, London, 1986, pp. 159-72 and Donovan, The 
Winchester Bible, pp. 13-15. 
68Donovan, The Winchester Bible, p. 13. 
690akeshott, The Two Winchester Bibles, pp. 35-36. 
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Auct Bibles were corrected side by side. 70 The common text of these Bibles 
encourages a comparison of their decoration and intended function. The Winchester 
Bible with its full-page miniatures and historiated initials seems to be a luxurious 
volume intended for display in contrast to the Auct Bible which has few historiated 
initials and was intended to be used for reading in the refectory.7! In fact, Neil Ker 
concluded after analysing the punctuation and corrections of both manuscripts that 
"parts of the Winchester Bible can only be read with difficulty and can hardly have 
been read aloud at all". 72 Discoloration on the I Samuel folio of the Winchester Bible 
indicates that it was left open for long periods of time, presumably to show off the 
illumination of the Morgan Leaf and the I Samuel initiaP3 Notable in this opening is a 
human head with a blue pointing finger below that encourages the observer to 
consider the text before the finger (Fig. 142). 
Much detailed analysis of the Winchester Bible, its texts and decoration exists. 
Furthermore, the iconography of its historiated initials and miniatures has been 
extensively reviewed in publication.74 Due to this scholarship, what will be highlighted 
here are the decorative motifs of human heads, figures and hybrids found in the 
Bible's initials. Often neglected when the manuscript is examined as a whole, the 
human heads reveal patterns and surprising parallels between the six artists that help 
70 The correcting and correlation of texts in the Winchester and Auct Bibles was a complicated 
process that seems to have changed goals midway. Ker, English Manuscripts, pp. 50-52. Walter 
Oakeshott has summarised the main points about tillS correcting process in The Two Winchester 
Bibles, pp. 23-34 and in 'The Origin of the' Auct' Bible', Bodleian Library Record, 1116, 1988, p. 
401. 
71 A ca. 1185 account describes the Auct Bible as a Bible for reading in the refectory. See part three 
of the chapter for this account in the Life of St. Hugh of Lincoln. The function oflarge illustrated 
twelfth-century Bibles is not entirely clear, although it does appear that their decoration with full-
page ntiniatures and historiated initials using precious materials like gold and ultramarine was 
considered an important quality. For a discussion of these questions in relation to the Bury Bible, see 
T.A. Heslop, 'The Production and the Artistry of the Bury Bible', Bury St. Edmunds: Medieval Art, 
Architecture, Archaeology and Economy, British Archaeological Association Conference 
Transactions, 20,1998, pp. 172-85, esp. 181-83. 
72 Ker, English Manuscripts, p. 51. 
73 Due to the good condition of the Morgan Leaf, it is assumed to have been removed from the Bible 
in 1820 when the Bible was rebound. Had it been removed much earlier, it would presumably show a 
great deal more wear. Donovan, The Winchester Bible, p. 33. 
74 See in particular the work of Walter Oakeshott, Larry Ayres and Claire Donovan on the Bible. A 
full bibliography for the Winchester Bible can be found in the catalogue of this thesis. 
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to further understand the Bible's production. The human figures and heads appear in 
decorated initials and in the frames and terminals of historiated initials, places where 
the artists would have been given freedom to add ornament as they wished. This 
examination of the sixteen initials with human heads in the Winchester Bible will 
group the initials by apparent themes: heads which hint at speech, heads which are 
watchful and heads and figures which evoke a playful, imaginative world. The final 
discussion will analyse the division oflabour and the artists responsible for these 
initials. 
The blue head and finger of the I Samuel initial, the first initial in the Bible to use the 
lower terminal to house a human head, directs the audience towards a specific text 
(Fig. 142). The word before the finger, afflictione, is part of a verse containing 
Hannah's prayer for a son in I Samuel 1: 10. Hannah's barrenness is emphasised in the 
historiated scene of the feast ofElkanah and his two wives above. Hannah's gesture 
of grief and the deep blue ground against which she is set isolate her from Peninnah 
who is crowded on the right by her children. Hannah also stands in the shaft of the 
initial, holding a scroll inscribed with the first words of her prayer. The I Samuel initial 
would have originally faced the miniatures of the Morgan Leaf where Hannah's 
prayers in the temple before the altar and before Eli are depicted on the recto in the 
lower left corner. 75 The head and finger in the lower terminal of the initial may draw 
attention to Hannah's prayer in yet another way. The Canticle of Hannah, a song of 
thanksgiving, is found in I Samuel 2: 1-10 and shares the themes ofI Samuel 1: 10. The 
Canticle was sung at Lauds on Wednesdays in the monastic liturgy and was often 
cited by monastic writers as justification for child oblation since Hannah gave her son 
Samuel to the church. 76 In drawing attention to Hannah's prayer and the birth of 
Samuel, the head and finger accent an important event in the narrative of the book of 
75 The Morgan Leaf is now New York, Pierpont Morgan Library, MS M.619. Donovan, The 
Winchester Bible, fig. 27. 
76 The citation of Hannah's canticle by monastic authors is discussed in M. de Jong, In Samuel's 
Image: Child Oblation in the Early Medieval West, Leiden, 1996. 
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Samuel. The purpose of the blue head might be to highlight a text describing a 
significant narrative moment in the book. 
The pointing gesture of the finger accompanying the I Samuel head is a well-known 
sign for speech in twelfth-century miniature painting. Open mouths were rarely used 
to indicate voices or speech in this period since they could be interpreted as signs of 
uncouthness, evil and spiritual deficiency,?7 Only selected characters in the Winchester 
Bible miniatures, the devils in the Mark and Hosea initials and the dead soldiers in the 
II Samuel initial, the Morgan Leaf and the Maccabees miniatures, have open 
mouths. 78 Instead, speech was indicated with blank or inscribed scrolls and pointing 
index fingers. In the historiated initials of the Winchester Bible, the use of scrolls to 
suggest speech may be seen in the initials to the books of Genesis, Isaiah, Proverbs 
and Ezra while pointing fingers indicate dialogue in the Joshua, I Kings, Joel and 
Wisdom initials. 79 In this context, the blue pointing finger in the lower terminal of I 
Samuel initial might have been recognised as indicating speech, specifically the words 
of Hannah's prayer. The use ofa human head to evoke the dialogue of the Bible is 
repeated in the II Kings initial of the Winchester Bible. 
In this initial, two heads, one flesh coloured and one blue, occupy a brightly-coloured 
flourish at the base of the letter (Fig. 143). Their position does not isolate individual 
words in manner of the finger in the I Samuel initial. The upper head faces the space 
between the words Respondensque and Si while the lower head is focused on voret, 
the second portion of the word devoret which is split between two lines. The nearest 
complete verse encompassing the eyesight of both heads is II Kings 1: 10. This 
passage contains dialogue related to the historiated scene in the bowl where Elijah 
confronts the messengers of King Ahaziah. According to the Bible narrative, King 
Ahaziah sought an oracle from the Philistine god Baal-zebub, but his messengers were 
77Heslop, 'Romanesque Painting and Social Distinction', p. 145. 
78 Fols. 99v, 198, 350v and 387v; Donovan, The Winchester Bible, figs. 4, 27, 28, 47, 71 & 72. 
79 Fols. 5,69, 109, 131, 200v, 260, 272v and 342; Donovan, The Winchester Bible, figs. 5, 16,26, 
34,37,48,66 and back cover. 
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intercepted by the prophet Elijah who prophesised the king's death. In a confrontation 
between the messengers of Ahaziah and Elijah intended to demonstrate the power of 
God over that ofBaal-zebub, the prophet called down fire to destroy the men of 
Ahaziah. It is Elijah's promise of the descent offire and its destruction of Ahaziah's 
men that is marked by the two human heads in the lower terminal of the Winchester 
initial. The heads, in highlighting a portion of the dialogue between the individuals 
depicted in the bowl, effectively add voices to the scene. The different colours of the 
heads may represent each of the opposing parties in the dialogue. 
A third head with a red face surrounded by grey swirls is attached to the upper left 
terminal of the II Kings initial (Fig. 143). Facing away from the text opening and the 
historiated scene, the head has no obvious relationship with the text. However, the 
fiery red colour of the face and the grey circles surrounding it evoke fire and heat and 
might conceivably relate to the fire which Elijah called down from Heaven to consume 
Ahaziah's men. If so, then the three human heads in the terminals of the historiated 
initial could be subtle reminders of the dialogue and the actions of the figures depicted 
in the bowl ofthe letter. 
In both initials, the artists had to overcome some design problems in order to position 
the heads opposite the relevant sections of dialogue. 80 In the I Samuel initial, the 
scribe indented the text column to accommodate a round terminal for the letter F, but 
the artist disregarded this space and choose instead to place the terminal of the letter 
between the text columns (Fig. 142). In the II Kings initial, the heads are also situated 
in an extended terminal flourish that hangs below the intended space for the terminal 
and is pressed against the text (Fig. 143). From this evidence, it may be deduced that 
the heads were not planned alongside the writing of the text or the selection of the 
80 While it might have seemed more logical for the heads to convey the dialogue of the historiated 
scenes physically closer to them, this would not have been possible given the arrangement of the text 
on the page. For instance, the Canticle of Hannah, a portion of! Samuel well known to monks, is 
found on the verso of the folio. In the II Kings initial, the narrative of Elijah's ascension to Heaven 
and the gift of his mantle to his disciple Elisha, the scenes depicted in the shaft of the letter, are 
described in II Kings 2: 9-11. This passage is found in the right column of text on folio 120 verso. 
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historiated scenes. At some point in the production of the initials, the potential of the 
human head to suggest the dialogue of the narrative scenes may have been recognised 
by the artists. 
Another head possibly indicating speech is found in the Jeremiah initial where a profile 
head with an open mouth is part of the letter structure (Fig. 144). Inside the letter V, 
Jeremiah receives his prophecy from God. Neither figure has an open mouth, but the 
finger ofthe Lord touches Jeremiah's mouth, and both figures hold scrolls on which 
portions of their dialogue are written. It is the head on the terminal above this scene 
that has an open mouth and 'speaks'. Although it does not look onto the scene or 
directly at the text, its open mouth suggests that the head may be intended to 
represent Jeremiah and the Lord's speech. The opening word ofthe book of Jeremiah 
is verba or word. 
As noted, the use of an open mouth to suggest speech could be interpreted as a sign 
of evil or death, since that is the context of the other open mouths in this Bible. 
However, an open-mouthed prophet figure can be found in the historiated initial to 
Jeremiah in the mid twelfth-century Dover Bible (Fig. 26). That the Dover Jeremiah 
could be interpreted as speaking is indicated by the letters AAA in front of his open 
mouth and the words Domine Deus beside him. This initial contains a rare example of 
an open mouth being used on a prophet figure. It is striking that the only human head 
with an open mouth in the Winchester Bible, the head in the Jeremiah initial, is related 
to the same idea of prophetic speech. 81 The artists of the Winchester Bible may have 
been interested in the ways in which speech could be suggested through pointing 
heads, staring heads or open mouths. 
81 There is no known connection between the two Bibles, but the iconography of their initials to II 
Samuel, II Kings and Wisdom is related. See Kauffmann, Romanesque Manuscripts, pp. 40-41 for a 
table of Old Testament iconography in Romanesque Bibles. 
134 
The manner in which the I Samuel, II Kings and Jeremiah heads interact with the text 
recalls the medieval notion of the voces paginorum or the voices of the page. In the 
twelfth century, the writer-scholar John of Salisbury wrote that letters are the voices 
of the absent. 82 This sense that texts speak to readers is enhanced by the fact that 
reading was not silent in this period and that much of the reading that occurred in a 
monastery was an oral and community-based activity.83 The Bible and the Psalter 
were recited in the liturgy, and patristic manuscripts as well as The Rule of St. 
Benedict were read aloud in the refectory, in chapter meetings and in the collatio. 
These three initials in the Winchester Bible could be signs indicating the voices of the 
Bible in a period in which texts were commonly read aloud. 
The use of human heads as signs for dialogue does not seem to be carried throughout 
the initials of the Winchester Bible even though there are many historiated initials 
depicting speech or prophecies in the manuscript. A few additional heads hint at 
speech, but these heads do not indicate such careful placement or specific meaning. 
The profile head in the tail of the Luke initial is an example of a head that 
accompanies a historiated scene in which dialogue is depicted (Fig. 151). In the bowl 
of the letter Q, an angel warns Zacharias of the birth of his son, John the Baptist, in 
Luke 1: 13. Below this scene, a head with a long chin and an amorphous shape looks 
into the text in which the Evangelist describes his intention to relate another version 
of Christ's Life and Passion. 
In the Joel initial, a bald head appears in a foliate terminal of a letter V (Fig. 146). The 
bowl is filled with the nimbed prophet Joel, a crowd of figures and the dove of the 
Holy Spirit. As Claire Donovan has demonstrated, the subject ofthe historiated initial 
is the opening words of Joel's prophecy, "hear this ye old men".84 A male figure in the 
foreground gestures towards the text, pointing at the rubricated opening words, verba 
82 John of Salisbury, Metalogicon, I, 13. Corpus Christianorum Continuatio Mediaevalis, vol. 98, 
Turnhout, 1991, p. 32. 
83 On the noise of medieval reading, see Illich, In the Vineyard of the Text, pp. 54-57. 
84 Donovan, The Winchester Bible, p. 45. 
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domini. Donovan has suggested that the dove above Joel illustrates the Lord's 
coming, as prophesied in Joel 3: 16, "and the Lord shall roar out of Sion and utter his 
voice from Jerusalem". Despite all of these references to speech, the profile head 
above this scene is a silent observer hidden in the foliate terminal. Another observer is 
the bearded head attached to the upper terminal of the unfinished Ecclesiastes initial 
(Fig. 149). Isolated above the scene of Ecclesiastes receiving gifts from his courtiers, 
the head might be compared to Ecclesiastes who holds a blank scroll and ignores the 
crowd around him. The opening lines of the book contain a very powerful speech 
given by Ecclesiastes, but this head has no sign of speech. 
The head in the I Peter initial has been noted as an example of the artists' tendency to 
place heads in lower terminals ofletters (Fig. 153). The manner in which the profile 
head is sandwiched between the foliate flourish and the text column suggests that its 
placement may be intentional. Furthermore, the flourish in which the head rests has a 
ring of gold and is already outlined in ink. The head is positioned so that his eyes look 
between the lines of I Peter 1: 11, "searching what or what manner of time the spirit of 
Christ in them did signify: when it foretold those sufferings that are in Christ, and the 
glories that should follow". This verse is opened by the word scrutantes that appears 
in the middle of the column just above the head. The scene above with Peter seated 
holding a book and his key and surrounded by messengers depicts no specific dialogue 
or narrative moment. Independent of this scene, I Peter 1: 11 is an important passage 
that demonstrates the typology of Scripture and how prophecies of Christ may be 
found in the Old Testament. In all four of these initials, the heads might be identified 
as a type of marker since they are positioned close to the text or the narrative scene. 
The I Peter initial is the most successful in drawing a specific idea and line of text to 
the reader's attention. 
Two additional pairs of heads reinforce this idea of watchfulness. They are the large 
bearded heads attached to the lower terminals of the unfinished John and I Timothy 
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initials and the profiles peering from the terminals of the Joshua and the prologue to 
Zechariah initials (Figs. 152 & 155 and 141 & 148). In each case, the heads do not 
look into texts. The terminals with the John and I Timothy heads are positioned below 
their text columns and the Joshua and the prologue to Zechariah heads look into the 
rubrics and the blank margin of the page. In these respects, the watchfulness of the 
heads is very general. 
The bearded mask-like heads on the ends of the S to the prologue of Haggai and the 
epistle of II John resemble Terence masks in their flattened oval mouths, broad 
foreheads and the manner in which they are appended to the letter (Figs. 147 & 154). 
The Apocrypha Drawings Master, responsible for the design of the Haggai initial, 
worked at St. Albans Abbey on an illustrated copy of the Comedies of Terence prior 
to his work on the Bible. He has been identified as 'Artist A' of the Terence and was 
responsible for a good portion of its illumination.85 A more tentative proposal has 
suggested that 'Artist B' of the Terence is the Leaping Figures Master, the designer 
of the Winchester II John initial. Neither set of heads are closely related to the text 
nor are there thematic parallels between the Haggai and II John texts to support such 
a visual connection. 86 Instead, it appears that the two artists imitated each other's 
work and borrowed freely from a shared repertoire of motifs. 
Two initials in the Winchester Bible incorporate a variety of human and animal figures 
and fantastic scenes (Figs. 145 & 150). The preface to the Minor Prophets and the 
Matthew initials may be linked to a group of historiated and inhabited initials that 
contain wrestling human figures and include the Ezra, Daniel chapter 5 and Haggai 
prologue initials. 87 These figures face inwards and are entirely contained within the 
85 L.W. Jones & C.R. Morey, The Miniatures of the lvfanuscripts of Terence, 2 vols., Princeton, 
1932, pp. 70-72 & 93 for Artist A. Larry Ayres has proposed this chronology for the Apocrypha 
Drawings Master's work in his article, 'The Role of an Angevin Style in English Romanesque 
Painting', Zeitschriftfiir Kunstgeschichte, 37,1974, p. 220. 
86 The III John initial contains a peering profile in its upper terminal that looks at the II John initial 
in the left column (Fig. 154). Further emphasising the manner in which heads in this Bible can 
direct the eye of the reader, this head peeks at the profiles and masks in the adjacent initial. 
87 Fols. 193, 209v and 342; Donovan, The Winchester Bible, figs. 46, 56 and back cover. 
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letter frame. The unpainted Matthew initial drawn by the Leaping Figures Master 
contains a man-eating beast known as a manticore and often found in bestiaries, a 
bear, a peering human profile and a half-length human figure who swings in the 
foliage (Fig. 150). Each of these figures is an isolated element applied to the foliate 
structure of the letter without coherent organisation. Indeed, the bear is positioned 
vertically, making it difficult to interpret these figures as constructing a scene. These 
attributes indicate that the motifs found in the Matthew initial have been selected from 
a variety of sources and intended to embellish the letter. 
In the Minor Prophets preface initial, another group of entangled figures and beasts 
are arranged within the letter (Fig. 145). An initial drawn by the Apocrypha Drawings 
Master but finished by the Morgan Master with his distinctive blue, red and melon 
colours, the letter N is tightly composed of struggling figures. In the centre a man 
with a blue face, arms and legs is pulled in three directions by two beasts and a man in 
a green tunic. He is watched by a man sitting in the foliage on the left and by a blue 
head that looks down onto the scene. A half-human hybrid creature, also with blue 
skin and carrying a boss shield and a standard, climbs up the shaft into the scene. 
Walter Oakeshott proposed an allegorical interpretation for the initial, based on his 
reading of the clothing of the figures. He suggested that the watching and inactive 
monk on the left is juxtaposed by the rescuing peasant on the right, and that the initial 
contains a social commentary on the seclusion of monks and their reluctance to help 
others.88 The combination of hybrid, human and animal forms in the initial constructs 
a scene unlike the random combination of decorative motifs in the Matthew initial. 
One of the most remarkable features of the above sixteen initials is that they were 
designed by two artists and painted by six different artists. Many of the initials that 
appear to share themes or to function in related ways were decorated by separate 
artists. Design work in the Bible has been divided mainly between two artists known 
880akeshott, The Two Winchester Bibles, p. 92. 
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as the Leaping Figures Master and the Apocrypha Drawings Master. Four artists 
working in a more Byzantine style painted some of the unfinished initials and designed 
a few others, but none of them have human heads. Since the work of these artists 
often occurs over designs of the earlier two, it has been suggested that a period of 
time elapsed between the two teams. 89 The Leaping Figures Master is the earliest and 
most prolific ofthe artists. Working around 1160 in the damp-fold style of the Bury 
Bible, he designed many initials in the Bible, completing a few in the Old Testament 
but leaving all his New Testament initials unfinished. The Apocrypha Drawings 
Master, named for his work in the full-page miniatures before the books of 
Maccabees, worked in an angular' Angevin style' similar to his work in the St. Albans 
Terence. 9o He appears to have assisted the Leaping Figures Master in the Old 
Testament's decoration. Walter Oakeshott suggested that the second team of artists 
was invited to Winchester to complete the decoration of the Bible on the departure or 
death of the first two.91 Larry Ayres has argued that the two groups worked side by 
side and collaborated on the decoration, at times adopting the style and colouring of 
other artists. 92 Since the heads in the Bible initials are only found in initials designed 
by the Leaping Figures and Apocrypha Drawings Masters, it is to these two artists 
that the questions of intention and borrowing of motifs are applied. 
In dividing the initials with human heads between the Leaping Figures and Apocrypha 
Drawings Masters, it is striking that their initials have similar heads, placements and 
textual ideas.93 The I Samuel and II Kings initials with their talking heads in the base 
89 This dating has been suggested by the identification of the Apocrypha Drawings Master's hand in 
a mid-century St. Albans manuscript, Oxford, Bodleian Library, MS Auct F.2.13. L. Ayres, 'The 
Role of an Angevin Style', p. 320. Late in the twelfth century, the Byzantinising team appears to 
have been responsible for the decoration of a chapter house in Sigena, Spain. See W. Oakeshott, 
Sigena: Romanesque Paintings in Spain and the Winchester Bible Artists. 
90 Walter Oakeshott named this artist for his main work in the Winchester Bible, the Judith and 
Maccabees drawings. For a discussion of this artist, see Oakeshott, The Two Winchester Bibles, pp. 
53-57 and L. Ayres, 'The Role of the Angevin Style', pp. 199-223. 
91 Oakeshott, The Two Winchester Bibles, pp. 113-15. 
92 L.M. Ayres, 'Collaborative Enterprise in Romanesque Manuscript Illumination and the Artists of 
the Winchester Bible', Medieval Art and Architecture at Winchester Cathedral, British 
Archaeological Association Conference Transactions, 6, 1983, pp. 20-27. 
93 A table describing the distribution of work in the entire Bible is supplied by Walter Oakeshott, The 
Two Winchester Bibles, Table II, p. 144. 
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terminals were designed by the Apocrypha Drawings Master and the Leaping Figures 
Master respectively. Likewise, the tonsured profiles inhabiting the terminals of the 
letters to Joshua and the prologue to Zechariah and the bearded terminal heads on the 
Ss to the prologue to Haggai and the epistle of II John belong one initial to each artist 
(Figs. 141 & 148, 147 & 154). The borrowing of motifs is common within a 
scriptorium and has been seen in Durham and Rochester manuscripts, but in each of 
those cases, there were significant alterations to the heads that signalled an artist's 
individual placement of the motif. In the Winchester Bible, the motifs are often 
employed for the same letter, and they suggest a dialogue, and possibly a competition, 
between the Leaping Figures Master and the Apocrypha Drawings Master to outdo 
one another in the application of heads and fantastic creatures to letters. 
INITIAL DESIGN COMPLETION 
JOSHUA Leaping Figures Master Amalekite Master 
I SAMUEL Apocrypha Drawings Master Morgan Master 
II KINGS Leaping Figures Master Leaping Figures Master 
JEREMIAH Leaping Figures Master Leaping Figures Master 
PROL TO MINOR PROPHETS Apocrypha Drawings Master Morgan Master 
JOEL Apocrypha Drawings Master Apocrypha Drawings Master 
PROL TO HAGGAI Apocrypha Drawings Master Genesis Initial Master 
PROL TO ZECHARIAH Apocrypha Drawings Master Genesis Initial Master 
ECCLESIASTES Lea})ing Figures Master Unfinished 
MATTHEW Leaping Figures Master Unfinished 
LUKE Le~in~ Figures Master Unfinished 
JOHN Leaping Figures Master Unfinished 
I PETER Leaping Figures Master Unfinished 
II JOHN Leaping Figures Master Unfinished 




Leaping Figures Master Unfinished_ 
-_ ... _-
Table outlining the distribution of work in the sixteen initials with human heads. 
While some heads in the Winchester Bible may have a purpose in conveying the 
dialogue of the book and encouraging the reader to study the text, an equal number 
do not prompt the reader towards specific lines of text, and these heads often appear 
in decorative pairs. Although the deliberate placement of heads is seen most 
effectively in the initials to I Samuel, II Kings and I Peter where heads can be matched 
with verses in the text (Figs. 142, 143 & 153), the watchful profiles and tonsured 
heads of many remaining initials may have been planned and recognised as text 
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markers. The range of heads and their interpretative strategies in the Winchester Bible 
suggest a game of hide 'n' seek or follow-the-Ieader that invites the audience to 
distinguish the heads with a positive function from others that do not have a single 
textual prompt. Since the Bible seems to have been intended for display rather than 
reading aloud, the presence in selected initials of human heads that emphasise ways of 
looking at the text is felicitous in a manuscript with elaborate illumination but 
unreadable text. 
Oxford, Bodleian Library, MS Auct E, infra 1 
The playful quality of the Winchester Bible initials is complemented by the inhabited 
initials of the Auct Bible (Figs. 127-140).94 "A fine and beautifully written Bible which 
was to be used in the refectory", the Auct Bible was given by the Winchester monks 
to King Henry II who in turn gave it to the Carthusian Priors at Witham about 1180.95 
A St. Swithun's monk visiting Witham a few years later recognised the Auct Bible 
and recounted how it was carefully corrected to the Winchester use. A manuscript 
that has changed owners several times and contains unusual texts, it survives in two 
volumes held by the Bodleian Library.96 Also a collaborative work, the Auct Bible 
was decorated by two west country artists called the Entangled Figures Master and 
the Brilliant Pupil and a Byzantinising artist associated with the second team of 
Winchester Bible artists, the Amalekite Master. 97 The division of labour between the 
artists is clear; the Entangled Figures Master and the Brilliant Pupil supplied the 
initials in the Genesis to Job volume. 98 The Amalekite Master painted the historiated 
94 Also known in scholarship as the second Winchester Bible or St. Hugh's Bible. 
95 The story ofthe Bible's gift to Witham and its subsequent return to St. Swithun's is recounted in 
Adam of Eynsham's Life of St. Hugh of Lincoln. Magna Vita Sancti Hugonis: The Life o/St. Hugh 
a/Lincoln, eds. D.L. Douie & D.H. Farmer, 2 vols., Oxford, 1985, Book II, chapter 13, pp. 84-88. 
96 Additional information on the provenance and history of this manuscript may be found in the 
catalogue in Appendix A. 
97 The Entangled Figures Master was first identified and named by Boase, English Art, p. 179. The 
Brilliant Pupil's moniker is Oakeshott's, The Two Winchester Bibles, pp. 102-103. 
98The initials to Jeremiah and its prologue are usually assigned to the Brilliant Pupil. Oakeshott has 
suggested that the Daniel initial was finished by the Brilliant Pupil. Elements of the Job initials 
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initial to Psalm 1 and all the decorated initials in the second volume which contains 
the books of Psalms to Revelation. The style and content of the Amalekite Master's 
initials is markedly different from those of the first volume; its decoration is largely 
aniconic and has no human heads. 99 
The initials of the Entangled Figures Master's volume are counted among the 
treasures ofRomanesque decoration for their writhing dragons, snarling dogs, sinewy 
humans and beaked birds who wrestle, hide and peek from the verdant foliage. The 
combative tone of the figural initials is entertaining, evocative and, in many cases, 
inexplicable. Walter Oakeshott has described the initials of the Auct Bible as having, 
at their best an inner significance, as it might be called, of their own-a self-
contained meaning, not in any way particularly connected with the book at the 
head of which they stand. One recurrent theme is the helplessness of man, 
caught in the toils of an irrational savage environment. 100 
Human heads are a compelling feature of the initial decoration and one that suggests 
precision in their placement as well as a planned dialogue between the reader and the 
text. 
That the heads are a form of text marker and prompt for the reader is suggested by 
the strong presence of heads in the Job portion of the first volume, a section that 
raises questions about the manuscript's origin. The Auct Bible contains two versions 
of the book of Job, Jerome's Vulgate translation which appears in other twelfth-
century Bibles and Jerome's first translation from the Greek Septuagint, known as the 
Old Latin version. The Old Latin translation is known in no other twelfth-century 
indicate that the Brilliant Pupil may have assisted in their decoration. The profiles of the human 
heads in the Cogar per singulos preface and the Old Latin version of Job have segmented hair, 
block-like chins and down turned mouths similar to the Brilliant Pupil's work in the Jeremiah initial 
(Figs. 137 & 138). The treatment of foliage in these initials is that of the Entangled Figures Master, 
suggesting that the Brilliant Pupil may have worked with his 'master' on selected portions of these 
two initials or followed his master's style here. Several arabesque initials in the Auct Bible use gold 
balls and web-like forms that can be seen in the initials of a much damaged Bible attributed to the 
Brilliant Pupil, New York, Pierpont Morgan Library, MS M. 823. 
99 A discussion of these initials appears in Oakeshott, The Two Winchester Bibles, pp. 104-106. 
100 Oakeshott, The Two Winchester Bibles, p. 88. 
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manuscript. lOl This text has been used to attribute the Bible to St. Albans Abbey and 
the patronage of Abbot Simon (1167-83). Simon is noted in the Gesta Abbatum 
Monasterii Sancti Albani for his interest in correct, authentica, texts. Indeed, several 
St. Albans manuscripts in this period have equally rare texts. 102 Walter Oakeshott 
proposed that Abbot Simon exchanged the unfinished Auct Bible with Henry of Blois 
for a gold ring. 103 Since the Auct Bible and the Winchester Bible were corrected side 
by side in Winchester with more changes being made to the Winchester Bible, 
Oakeshott has argued that Bishop Henry acquired the Auct Bible in order to improve 
the text of the Winchester Bible. 104 His St. Albans provenance for the Bible has not 
gained full acceptance as Rodney Thomson and T. A. Heslop have argued for the 
Auct Bible's production in other centres. 105 Although the Entangled Figures Master's 
style is related to St. Albans work, he is most strongly associated with the west 
country. 106 
The heaviest concentration of heads in the Auct Bible occurs in the last book of 
volume one, the book of Job (Figs. 136-140). This section provides a starting point 
for understanding the use of heads in this manuscript. As a unique aspect of the Bible, 
the Job section with its two versions of the book, two prefaces and a chapter 
101 Oakeshott describes seeing a different translation of Job in a Tours manuscript, but it has yet to 
be verified. 'The Origin of the' Aucf Bible', p. 402 and The Two Winchester Bibles, p. 107. 
102 Thomson, Manuscripts from St. Albans Abbey, p. 52. 
103 W.F. Oakeshott, 'St. Albans and Winchester Contributions to St. Hugh's Bible', Manuscripts at 
Oxford: Exhibition in Memory ofR. W Hunt, eds. A.C. de la Mare & B. C. Barker-Benfield, Oxford, 
1980, pp. 33-35 and The Two Winchester Bibles, p. 112. 
104 The question why the texts were not correct in the first place continues to puzzle historians. See 
T.A. Heslop, 'Books for Use and Beauty', review of The Two Winchester Bibles by W. Oakeshott, Art 
History, 5, 1982 pp. 124-28. 
105 At the heart of this debate is a manuscript decorated by the Brilliant Pupil (New York, Pierpont 
Morgan Library, MS M.823) that contains readings also found in a St. Albans Bible (Cambridge, 
Corpus Christi College, MS 48). Thomson argued that the Auct Bible was decorated in Winchester 
by artists associated with St. Albans Abbey and the west country. As Heslop has pointed out, not 
enough work has been done on such readings to determine their comparative rarity. He has argued 
for a west country setting for the Entangled Figures Master, citing the prevalence of spurred fronds 
in 'Wessex' manuscripts as well as the Morgan Bible's connections with Taunton Priory in 
Somerset. See Thomson, Manuscripts from St. Albans Abbey, pp. 33-35 and Heslop, 'Books for Use 
and Beauty', pp. 126-27. 
106Heslop, 'Books for Use and Beauty, pp. 126-27. The Entangled Figures Master has been linked to 
the opening initial of Princeton, University Library, MS Garrett 73 (Fig. 110). This initial resembles 
the Numbers initial in the Auct Bible, but if the Entangled Figures Master is responsible for the 
Princeton initial, it reflects an early point in his career. 
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summary list seems to indicate the interests of its unidentified patron. The books of 
Job are followed by an excerpt from Jerome's letter to Paulinus in which he describes 
Job as an example of patience and divine mystery and states that Job prophesies the 
Resurrection and Judgement. 107 This passage, copied from Jerome's letter found at 
the opening of the Auct Bible, is written in brown, blue, green and red ink. The 
repetition of this passage and its coloured inks emphasise Jerome's interpretation of 
the book of Job .108 This section of the Auct Bible has a total of five inhabited initials. 
All of them, including the preface initials, are painted with luxurious foliage blossoms 
and human heads that look at each other and the texts above and beside them. In this 
Bible, arabesque initials more often mark prefaces and capitula lists. The heads invite 
notice since no other book ofthe Bible contains such a heavy concentration of texts 
and human heads. 
The only Job initial to have been analysed in publication is that to the Vulgate 
translation of Job. Trapped in the encircling foliage of the letter composed of the 
serpentine body of a beast, a naked man reaches for the feathery crown of the human-
headed beast (Fig. 140). A white bearded human head in the beast's paws seems to 
suggest that another man has fallen victim to the beast. T. A. Heslop has proposed 
that this beast resembles the Dragon described in bestiaries as a creature with a long 
neck, an encircling tail and a crown. 109 As an ironic twist to the man's ensnared state, 
Heslop argues that he is placing the crown of vice on the King of Pride's head. The 
dragon can also be related to the description of Behemoth found in the end of the 
107 Jerome's letter to Paulinus is usually found at the opening of Old Testament volumes and 
discusses the themes of each Biblical book. For the letter to Paulinus (Epistle 53), see PL 22, cols. 
540-49, esp 545 for the Job passage. 
108 Another manuscript attributable to the Entangled Figures Master is Oxford, BaHiol College, MS 
218. It contains an unusual collection of Scriptural texts, among them the Vulgate translation of Job 
with Jerome's Sit aut jiscellam and Cogar per singulos prefaces and the excerpt from his epistle to 
Paulinus. Though not unknown in twelfth-century English manuscripts, this compilation of texts can 
be noted for its similarity to the Job texts in the Auct Bible. Unfortunately, the provenance of the 
BaHiol manuscript is unknown, but its initials contain human profiles and spurred fronds typical of 
the Entangled Figures Master's west country work. R.A.B. Mynors, Catalogue of the Manuscripts of 
Balliol College Oxford, Oxford, 1963, cat. no. 218. 
109The Cambridge Guide to the Arts in Britain, ed. B. Ford, vol. 2, The Middle Ages, Cambridge, 
1988, pp. 161-62. 
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book of Job. The initial provides a strong conclusion to an ongoing struggle between 
men, heads and beasts in the inhabited initials of the Bible. 
Working backward from the Vulgate Job initial, the initial to the Old Latin version of 
the book of Job is occupied by a lion encircled within the golden coils of the letter 
(Fig. 137). A profile head with blue hair accompanied by a pointing finger looks up at 
the lion from the lower frame of the letter. Another head peers into the centre from 
the right frame. The lower head with its finger, like the I Samuel example in the 
Winchester Bible, directs the attention of the reader to the trapped lion. 
A few comparisons may be drawn between this initial and the following initial to the 
Vulgate translation of Job (Figs. 137 & 140). Both are composed of concentric coils 
of foliage. In the Vulgate initial, the coil is blue on a gold ground; in the Old Latin 
initial, the coil is gold and lies on a blue ground. In the extremities of both initials are 
watchful human heads. Since these two initials seem to create a pair, the Old Latin 
initial with its depiction of a lion might reasonably be compared to the bestiary 
description for the lion. Considered the King of Beasts, the lion is a significant animal 
in bestiaries where it is regarded both positively as a symbol of Christ and negatively 
for its ferocity. One twelfth-century bestiary notes "the short ones with curly manes 
are peaceful: the tall ones with plain hair are fierce". 110 This bestiary also describes the 
lion as proud but generous and compassionate. Is another type of pride being depicted 
in this initial with its 'peaceful' curly-maned lion? While the purpose of the entrapped 
lion is not clear, a game of hide 'n' seek is prevalent in the initials on this page. In the 
opposing column of text is the letter S to the Sit aut ficel/am preface in which a 
profile head with a pointed ear mirrors the one in the frame of the Job initial (Fig. 
136). This repetition of heads and their placement is also found in the two upward-
facing heads in the capitula and Vulgate Job initials (Figs. 139 & 140). 
110 The Book of Beasts, p. 7. 
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The game offollow-the-Ieader seen in the Job initials may be pursued in nine other 
initials of the first volume of the Auct Bible. Among these initials, only the letter V to 
Amos suggests a specific relationship to the text (Fig. 133). The two roundels in the 
frame of the letter contain a bearded king and a bearded man with an open mouth. 
Since the heads are framed in roundels like the head of Christ at the top of the Genesis 
initial, it is possible that they can be linked to characters in the text. 111 The crowned 
man may be identified as King Jeroboam whose name appears immediately below the 
initial. The speaking man is the prophet Amos who is introduced in the second word 
of the book, verba Amos. The opening narrative of Amos concerns the prophet's 
warning of judgement and punishment against King Jeroboam. Importantly, the 
prophet's speech is depicted with an open mouth. 112 Inside the bowl ofthe letter, two 
identical human profiles with open mouths confront two snarling dog heads framed by 
folded acanthus leaves and spurred fronds. While the confrontation between the 
humans and the dogs echoes the confrontation of King Jeroboam and Amos, human 
and dog heads are part of a wider theme of conflict found in the Bible initials. 
Human heads confront a variety of beasts in the Numbers, capitula to Joshua and 
Isaiah initials (Figs. 127, 128 & 129). Set at various angles opposite dogs, bird heads 
and stalking beasts, the heads lie in varying stages of danger. Human antagonists and 
victims appear in the Obadiah and Daniel initials where they look backward in fear or 
chase heads and beasts with an axe (Fig. 131). All of these initials are emotion-filled 
while remaining somewhat ambiguous; is the human pursuant or is he in flight? Has 
the head been vomited from the mouth of a savage beast or is he being consumed? 
III The Genesis initial on folio 26 verso has a roundel of Christ blessing, supported by an elongated 
caryatid who stands on a church and a contorted dog. Oakeshott, The Two Winchester Bibles, fig. 
128. 
112 The dialogue between Jeroboam and Amos can be related to the depiction of disputing prophets 
in the illustration of twelfth-century Jesse trees such as a miniature in the Lambeth Bible (London, 
Lambeth Palace Library, MS 3, foi. 198). As in the Amos initial, these figures are often contained in 
roundels and hold scrolls or have pointing fingers as signs of speech. Dodwell, The Great Lambeth 
Bible, pI. 4. 
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Watchful and vigilant heads dot the initials to Hosea, Micah, Zachariah and Jerome's 
preface to Job (Figs. 132, 134, 135 & 138). Oriented in the direction ofthe text with 
white faces, these heads demonstrate significant care in their design since they have 
unpainted features and facial expressions that are pronounced beside the heavily 
gilded and coloured foliage. These heads are joined by the tonsured 'reading' head on 
the edge of the Jonah initial and the two bearded heads in lower portions ofthe Daniel 
and Vulgate Job initials who also appear to 'read' the text (Figs. 130, 131 & 140). If a 
game of hide 'n' seek is articulated by the human heads and figures in the initials of 
this volume of the Auct Bible, what might be its goal? 
The Entangled Figures Master has deliberately placed human heads throughout the 
manuscript. His care in the placement and colouring of these heads has been noted, 
but it is critical that the profile head is the most repeated figural form in the 
manuscript. Appearing thirty times, the head could be interpreted as reflecting a desire 
to interact with the reader as he works his way through the text. If the heads have a 
common theme or a meaning, it is likely to be a subtle one, possibly personal to the 
artist. Conversely, it is not impossible that the heads and their placement were 
designated by the patron since they occasionally mark unique portions of the text. His 
rationale for placing text markers in these fourteen initials is, however, enigmatic. On 
this point it is worth noting that all of the books containing human heads are 
considered 'prophetic' since they include the Major and Minor Prophets as well as 
Joshua and Job who are considered prophets of Christ. Balaam in the book of 
Numbers was on occasion also considered a prophet. Related prophet lists may be 
found in Advent sermons and plays, like the ordines prophetarum and the Anglo-
Norman Adam. 113 Likewise, sequences of prophets are found on Jesse Trees and 
lining the back of an ivory cross thought to be made for the Abbey of Bury St. 
Edmunds Abbey ca. 1140. 114 While none of these prophet lists match the sequence of 
113Balaam's place on prophet lists is due to his prophecy of a star from Jacob in Numbers 24: 17. 
M.F. Vaughn, 'The Prophets of the Anglo-Norman Adam', Traditio, 39,1983, pp. 81-114. 
114 The Cloisters Cross: Its Art and Meaning, eds. E.C. Parker & C.T. Little, London, 1994, figs. 10 
& 12. A review of this book by T.A. Heslop argues that the cross should not be assigned 
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initials with heads in the Auct Bible, they open the possibility that these books were 
selected as a related prophet group. It is also conceivable that the reader may have 
loaded each head with his own meaning. 
In the three manuscripts analysed in this chapter, heads sometimes communicate with 
the reader through open mouths, pointing fingers or their presence beside texts 
containing dialogue and instructions. They indicate another level on which the initial 
could be seen to highlight the text. Although the exact point or reason for each head 
is not always clear, there is a progression of human figures and heads through these 
manuscripts. As to whether heads are capable of referring to the text on their position 
or orientation alone, the Winchester and Auct Bibles and the Lincoln Psalm 
commentary suggest that a head or a human figure looking at the text might 
encourage a reader to study it. Pointing fingers in at least one initial of each 
manuscript provide a critical hint that the heads may be read in this manner. There are, 
however, multiple ways in which the reader could invest the heads and the scenes of 
aggression with meaning. What is pronounced here is a system, a game or a journey 
through the text that is articulated by human heads. 
Furthermore, the professional artists and canons linked to these manuscripts do not 
seem to have affected the degree to which heads are placed in initials. Among the 
directing figures of the Lincoln Psalm commentary are several that function as text-
based analogies like the siren who can be read as a snare of the devil. Having 
unravelled the siren's misleading gestures, the reader is confronted with the main 
point of the Psalm, that the Lord is a protector against such snares. Seemingly, this is 
a point on which a reader might have paused to pray or meditate. Although the 
designer of this initial may have been a monk, there is little reason to suppose that a 
canon, or any literate contemporary reader, would not have had the same 
contemplative response. Likewise, the professional and possibly secular artists ofthe 
unquestioningly to Bury St. Edmunds and that it may not even be English. Review in Burlington 
Magazine, 136, 1994, pp. 459-60. 
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Winchester and Auct Bibles created sequences of heads that engage the reader's 
attention and could sustain his interest. In this respect, the heads and human figures in 
these initials appear to mark specific portions of text for emphasis. 
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Conclusion 
Painted initial letters filled with staring and grimacing human heads are a notable 
feature of English Romanesque manuscripts that permits a closeness between text 
and image. This type of initial decoration appeared in a period of intense manuscript 
production and a time of renewed interest in theological reading, factors that may 
have encouraged experimentation with heads and their placement in texts intended 
for reading and meditation. 
There are patterns in the application of human heads to twelfth-century initials that 
suggest an artistic function designed to draw attention to the words of the text. 
Despite their small size, heads catch the eye through their human likeness and their 
relationship to the human figures and hybrids that also occur in the initials of these 
manuscripts. There is an element of unpredictability that accompanies the appearance 
and placement of heads. With noses poking into the text block and wearing odd hats 
or expressions, these heads have an air of humour and surprise that might have 
attracted the notice of the reader. How heads work in the initials of a manuscript has 
been the subject of this thesis from the opening premise that they cannot be 
dismissed as mere decoration. Despite the different rules of application from 
manuscript to manuscript, there is an overall consistency in the manner in which 
artists employ this motif. 
Through the manipulation of detail and location within the scheme of a single 
manuscript, artists maintained the attention-seeking quality of these heads. The use 
of a recognisable type of head like the blonde-haired profiles of the Durham de 
Trinitate could concentrate the reader's attention on variations of the head's features 
and on the places where it occurred. In the Winchester and Auct Bibles, the 
repetition of peering profile heads hidden in foliage might have guided readers to 
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seek them much like a game offollow-the-Ieader. In the eight manuscripts studied 
here, visual coherence in the initial decoration was sustained by the fact that a single 
artist was responsible for the majority of the initials. Furthermore, a significant 
number of initials with heads in each manuscript suggest that artists were interested 
in employing heads as prominent motifs of the manuscript's decoration. 
Unlike the inhabited foliage found in the margin of the Bury Psalter beside Psalm 
79:14, the foliage scrolls in twelfth-century initials do not have explanatory notes to 
link them to the text. Rarely are human figures in initials accompanied by marginal 
comments to the reader like the admonishment beside the Durham initial of a master 
beating his inattentive pupil. Instead the heads and figures in twelfth-century initials 
are surrounded by the text, words that serve as frames for the initial and its 
occupants. A reader curious about the unusual human forms in an initial might have 
turned to the neighbouring text for explication. 
The relationship of human heads to texts has been the focus of this thesis which has 
argued that on occasion the text can provide a context and meaning for a head. 
Several types of text and image relationships have been revealed in the eight 
Durham, Rochester, Lincoln and Winchester manuscripts examined. Human heads 
can be seen to work with the text in three main ways. In the first, heads illustrate 
specific words beside the initial. The initials of the Rochester New Testament 
exemplify this type of relationship. The decorated initials to I Peter and Hebrews 
contain three heads that embody Paul's invocation of the Trinity at the opening of 
these epistles (Figs. 103 & 107). Likewise, the head in the initial to Philemon is 
entangled in foliage and creates a visual counterpart for Paul's imprisonment when 
he wrote this letter (Fig. 106). In these initials specific aspects of the head's 
appearance and placement help to indicate a particular interpretation. The second 
way in which heads can relate to the text involves the allegorical illustration of a 
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textual theme. In this group, the head appears to relate to ideas that are found more 
widely in the book. Several initials in the Durham de Trinitate have been seen to do 
this. In the initial to Book Three, a bearded head sandwiched between two biting 
beasts might be regarded as an allegorical revelation of God similar to those 
described in the book (Fig. 51). The Mark initial of the Rochester Bible with its three 
heads arranged in different parts of the initial can be seen as an apt portrayal of the 
relationship of the three characters mentioned in the opening of the Gospel (Fig. 
102). Finally, human heads are capable of marking the text in very general ways, as 
the placement of heads in the Auct and Winchester Bible initials indicates. In these 
two manuscripts and in the Lincoln Psalm commentary, human heads are part of a 
network of figures that point and look at the text. These figures are governed less by 
their specific placement beside texts than by their presence in a series of initials. For 
instance, the concentration of heads in the Job section of the Auct Bible draws 
attention to this book of the Bible without attempting to illustrate it. 
These relationships between heads and their texts suggest that artists were actively 
reading texts while decorating them. In particular, the initials of the Rochester Bible 
suggest that the Walters artist had read Augustine's unfinished commentary on 
Romans prior to decorating the New Testament since the main theme of Augustine's 
text, Paul's invocation ofthe Trinity in each of his epistles, is highlighted in three of 
the Bible's initials. Likewise, in the Winchester Bible it appears that the artists had 
read the text around some of the initials and placed human heads alongside passages 
that contain dialogue relevant to the historiated scenes. This sometimes resulted in 
the awkward and cramped placement of heads beside texts (See Figs. 142, 143 & 
153). That itinerant professional artists decorated the Winchester Bible indicates that 
monastic artists were not the only ones aware of potential text and image 
connections. 
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One of the difficulties in studying inhabited initials in twelfth-century manuscripts is 
determining how to classify them and how they relate to historiated initials or the 
allegorical initials noted by Heslop and Rudolph. Sometimes the human figures in an 
inhabited initial can illustrate the text beside the initial. Since the definition of a 
historiated initial is that it contains imagery related to the text, some ofthe 
unpublished initials examined in this thesis could be considered historiated. For 
instance, the letter D to the exposition on Psalm 14 in the Lincoln Psalm commentary 
contains a crowned king who could be identified as David (Fig. 83). Thus, this initial 
could be regarded as historiated. The Durham de Trinitate initials with hybrid and 
human figures illustrating the inner and the outer man and man's ability to reflect the 
Trinity might be considered textually-related allegories like initials in the Rochester 
Psalm commentary or the Citeaux Maraba in Job (Figs. 58, 59 & 61). 
The majority of twelfth-century initials with human heads and figures, however, do 
not fall easily into either of these categories, and the attribution of selected initials to 
these groups requires careful consideration of the initial decoration and its 
surrounding text. In the Lincoln and Durham examples, the initial decoration is 
composed of human figures and hybrids whose bodies, clothing and actions help to 
set them into the context of the text. Human heads by virtue of their truncated form 
are less able to illustrate the text in this fashion. What human heads can do is to look 
at the text and direct the reader's attention to it, functioning like a sign or a text 
marker. 
Seeing human heads as text markers requires a reader who is ruminating on the text 
and prepared to 'read' in the initial decoration. In the communities to which these 
eight manuscripts belonged, there is evidence of an interest in learning, in 
understanding difficult theological concepts and in gathering unusual texts. This 
evidence suggests that these books were read, considered and decorated with care, a 
circumstance that increases the likelihood that their initials were examined 
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thoughtfully. Although reading in an ecclesiastical community was in many respects 
a public activity, the digestion and use of texts was highly personal. Monks and 
canons read for enlightenment, nourishment and spiritual growth. Because a reader 
can give the human heads in a manuscript such as the Auct Bible his own meaning, 
they might be considered to function as a mirror of the reader. In chapter one the 
question whether the head could be a self-portrait of the reader was raised, and it was 
noted that the twelfth century was marked by intellectual developments that placed 
emphasis on the individual. It is possible that the simultaneous appearance of human 
heads in initials could be seen as an invitation for the reader to 'see himself in an 
initial. Indeed, the generic or ordinary appearance of many heads suggests that they 
are' everyman'. Given the proximity of heads to texts and an intellectual climate in 
which readers meditated on texts, it is possible that contemporary readers might have 
regarded the human heads in Romanesque initials as signs that could be read 
meaningfully. 
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APPENDIX A: 
Catalogue of Initials with Human Heads, Figures and Hybrids 
in English Manuscripts, ca. 1066-1200 
Guide to the Catalogue 
The following catalogue is an image-based one designed to complement existing 
manuscript catalogues by describing the human inhabitants of English initials 
produced from ca. 1066 to 1200. By focusing solely on the human heads, figures and 
hybrids that appear in these manuscripts, the entries draw attention to figures that are 
a prominent characteristic of manuscript decoration in this period but that are rarely 
described or catalogued in detail. 
The criteria for inclusion in the catalogue is that the manuscript must contain at least 
one initial with a human head, must be English and must be securely dated to the 
period 1066-1200. The manuscripts in the catalogue have been examined in their 
entirety by the author, either in person or through the aid of a microfilm copy or a 
complete set of photographs. Thus, each entry is comprehensive in describing all of 
the initials in a manuscript. Furthermore, while this catalogue presents a wide range of 
twelfth-century manuscripts with inhabited initials, it is not intended to describe all 
English Romanesque manuscripts. 
The entries aim to revise and to add new material to the existing catalogues ofM. R. 
James, C. M. Kauffmann, R. A. B. Mynors and R. Thomson, among others. While 
these published catalogues provide essential information concerning the size, number 
of folios and collation of these manuscripts, they are not consistent in noting or 
describing the human heads in twelfth-century initials. In addition, the provenance, 
date and artists of many twelfth-century manuscripts remain open to debate. The 
bibliographical section for each manuscript indicates the major catalogue entries for 
the manuscript as well as relevant recent scholarship. 
The catalogue is organised alphabetically by the library and the shelf mark of each 
manuscript. The humans in an initial are divided into three categories: human heads, 
half- or full-length human figures and human hybrids. Occasionally a single initial may 
have humans that fall into two or three of these categories; in this case, the humans 
are placed into their respective groups and the initial is listed in each relevant 
category. The italicised number to the right of the manuscript's shelf mark refers to the 
figure illustrations in this thesis. 
The illustrations are presented alphabetically by ecclesiastical community or region of 
origin, and they are presented roughly in chronological order. A few of the 
illustrations come from manuscripts that are not described in the catalogue. These 
manuscripts contain initials that are worthy of inclusion in the thesis, even though they 
are not in the catalogue. 
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Initials with Human Heads, Figures and Hybrids in English 
Manuscripts, ca. 1060 to 1200 
Baltimore, Walters Art Gallery, MS W.18 
Rochester Bible (Vol. V: New Testament) 
Rochester Cathedral Priory, ca. 1124 
Figs. 101-108 
HUMAN HEADS: fo1. 1, L, Matthew, one profile head between 
two beasts' mouths in the shaft; fol. 29, I, Mark, one bearded 
frontal head on upper terminal, one profile head in a beast mouth on 
the shaft and one horned blue frontal head in the base terminal; fol. 
146, P, I Peter, one bearded profile disgorging a stem from which a 
Janus head sprouts, both heads eating grapes; foi. 161v, P, Romans, 
one blue bearded profile on the base terminal looking into text; fol. 
212, P, II Thessalonians, one profile in the foliage of the shaft, 
facing upside down and away from the text opening; fo1. 220v, P, 
Philemon, one profile in the foliage of the bowl looking towards 
rubrics; fo1. 221 v, M, Hebrews, one tricephalous head in the centre 
of the initial; fo1. 232v, A, Apocalypse, one profile in foliage ofthe 
letter looking towards the right column of text. 
HUMAN HYBRID: fo1. 152, Q, I John, one hybrid creature with 
two dog heads and a clothed human body seated in the bowl of the 
initial. 
The other surviving volume of the five-volume Vulgate set from Rochester Cathedral 
is London, British Library, MS Royal1.C.VIl. MS W.18 is number ninety-four in the 
Textus Roffensis library list. It is an addition to the list and may be dated after 1124 
when the main portion of the catalogue was completed. The New Testament is 
decorated by a different artist than the Joshua to Kings volume in the British Library. 
The 'Walters artist' copied motifs from Cambridge, Trinity College, MS 0.4.7, a 
manuscript decorated by the 'Royal artist'. The shaft of the II Timothy initial (fo1. 
216v) is closely related to the impost of the Rochester chapter house doorway, 
constructed during the bishopric of Ernulf (1114-24). 
D.S. Berkowitz, In Remembrance of Creation: Evolution of Art and Scholarship in 
the Medieval and Renaissance Bible, Brandeis (MA), 1968, cat. no. 65. Boase, pp. 
61- 65. E. Burin, 'Mixing Styles on the Pilgrimage Roads: A Romanesque Manuscript 
in the Walters Art Gallery', The Journal of the Walters Art Gallery, 54, 1996, p. 18, 
fig. 16. Cahn cat. no. 33. Dodwell (1954), pI. 37g. Kahn (1991), pp. 53 & 73. 
Kauffmann cat. no. 45, fig. 126 (labelled incorrectly as MS Royal I.C.VIl). Richards 
(1981), pp. 59-67 and figs. 1 & 6; Texts and Their Traditions in the Medieval 
Library of Rochester Cathedral Librmy, Transactions of the American Philosophical 
Society, 78/3, 1988. Textus Roffensis (Rochester, Cathedral Library, A.3.5), ed. P. 
Sawyer, Early English Manuscripts in Facsimile, vol. 11, Copenhagen, 1962. 
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Cambridge, Corpus Christi College, MS 2 
Bury Bible (Vol. I: Genesis to Job) 
Bury St. Edmunds Abbey, ca. 1135 
Figs. 1-10 
HUMAN HEADS: fo1. 1, F, Frater Ambrosius preface, four 
bearded profiles attached to stems on fruit clusters, all with open 
mouths and horns on the front and the back oftheir heads; fo1. 5v, 
D, Desiderii mei preface, four profiles with open mouths inside fruit 
clusters, the two outside the letter frame have golden horns; fo1. 
115v, E, Joshua, pairs of double profiles on upper and lower 
terminals facing text with blue beards and leaf-like crowns, the inner 
heads have open mouths; fol. 129v, P, Judges, two bearded profiles 
in acanthus foliage inside bowl facing text, both with open mouths; 
fol. 148, F, I Samuel, two bearded profiles with open mouths set 
into terminals facing two green lions; fo1. 167v, F, II Samuel, two 
profiles attached to terminals with blue hair and long red tongues, 
the upper head wears a peaked blue hat; fo1. 183, E, I Kings, two 
beardless profiles with open mouths attached to foliate terminals 
facing the text; fo1. 201v, C, II Kings, two bearded profiles with 
open mouths on terminals facing one another; fo1. 275, H, Baruch, 
one bearded profile with an open mouth in foliage facing downward 
with tail-less monkey in foliage above; fo1. 327v, E, Jonah, two 
bearded profiles in foliate terminals facing the text. 
HUMAN FIGURES: fo1. Iv, F, Frater Ambrosius preface, one man 
in green tunic seated in foliage, holding a baton and striking the 
letter B, a second man with green loincloth holding a basket of 
flowers. A third man wearing a red tunic and a round hat has a 
wooden leg and chases a red rabbit while holding a pair of shears; 
fo1. 220, N, preface to Isaiah, a man in a blue tunic with red tights 
holds a mace and a bear on a lead; fo1. 246, V, preface to Jeremiah, 
two men in purple and blue tunics with an axe and a sword stand in 
the foliage of the letter and prepare to decapitate two foliage-
spewing dragons. 
HUMAN HYBRIDS: fo1. Iv, F, Frater Ambrosius preface, a 
centaur with a green shield and a lance with pennon charges in a 
roundel at the top of the letter. A mermaid or a siren with long red 
hair and blue body holds two fish in a roundel at the base of the 
letter. 
The only surviving volume of a large two-volume Bible produced by Master Hugo for 
the monks of Bury St. Edmunds, Corpus Christi College MS 2 was commissioned by 
Prior Talbot and Brother Hervey the sacrist, enabling it to be dated ca. 1135-38. Six 
of the full-page miniatures and two of the prophet initials have been excised, losses 
aided by the fact that the miniatures and initials were painted on separate sheets of 
vellum and could be removed easily. A number of marginal drawings have been added 
to the Bible; these include sketches of a bird, a man's bearded head, a tree and a 
crown (fo1. 54), a goat (fo1. 55), a man (fo1. 154), stags and manticores (fo1. 300), and 
the crowned head of King Edmund on a vellum patch (fo1. 322). 
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Cahn, cat. no. 27, pI. 123. RG. Calkins, 'Pictorial Emphases in Early Biblical 
Manuscripts', The Bible in the Middle Ages: Its Influence on Literature and Art, ed. 
B.S. Levy, Medieval and Renaissance Texts and Studies, 89, Binghamton (NY), 
1992, pp. 77-102. The Cloisters Cross: Its Art and Meaning, eds. E. C. Parker and C. 
T. Little, London, 1994. ERA, cat. no. 44. T.A. Helsop, 'The Production and Artistry 
of the Bury Bible', Bury St. Edmunds: Medieval Art, Architecture, Archaeology and 
Economy, British Archaeological Association Conference Transactions, 20, 1998, pp. 
172-85. Gransden (1998), pp. 245-46. Kauffmann, cat. no. 56, figs. 148-153 and text 
fig. 12; (1966), pp. 60-81, figs. 20d, 23c & d, 24a, b & c, 25a & d, 26d; and 
'Elkanah's Gift: Texts and Meaning in the Bury Bible Miniature', JWCI, 59, 1996, 
pp. 279-85. McLachlan (1986), pp. 196-248, figs. 92 & 95. E. C. Parker, 'Master 
Hugo as Sculptor', Gesta, 20/1, 1981, pp. 99-109. R. Thomson, 'The Date of the 
Bury Bible Reexamined', Viator, 6, 1975, pp. 51-58. T. Webber, 'The Provision of 
Books for Bury St Edmunds Abbey in the Eleventh and Twelfth Centuries', Bury St. 
Edmunds: Medieval Art, Architecture, Archaeology and Economy, British 
Archaeological Association Conference Transactions, 20, 1998, pp. 186-93. 
Cambridge, Corpus Christi College, MS 3 & 4 Figs. 25-30 
Dover Bible (Vol. 1: Genesis to Minor Prophets & Vol. II: Job to Epistles) 
Christ Church, Canterbury, ca. 1150 
HUMAN HEADS: MS 3 fo1. 112, I, Ruth, head of a veiled woman in roundel 
attached to shaft and looking towards text; MS 3 fo1. 115v, F, I Samuel, two 
brown bearded profiles with round ears and open mouths on upper terminals 
facing text; MS 3 fo1. 159v, P, II Kings, two blue profiles with open mouths 
on upper interlace terminal, one disgorging bowl with dog-like features; MS 3 
fol. 173v, V, Isaiah, three blue profiles on upper interlace terminals; MS 3 fo1. 
195, V, Jeremiah, two gold bearded profiles on left interlace terminal with 
thick black outlines, one with a foliate sprig in his mouth; MS 3 fo1. 222v, E, 
Ezekiel, three brown bearded profiles, two on terminals facing text and one in 
foliage ofletter with an open mouth; MS 3 fo1. 261 v, V, Obadiah, one grey 
profile with a beard at juncture of letter, disgorging the right shaft; MS 3 fo1. 
268v, I, Zechariah, one silver coloured profile in leaf facing down in base 
terminal; MS 4 fo1. 66v, 0, Ecclesiasticus, one bearded and moustached 
profile with blue hat attached to chair on which the son of Sirach sits, he looks 
away from the author and the text; MS 4 fo1.155, F, II Maccabees, one frontal 
head with white hair and flared nostrils in a roundel at the base of the letter; 
MS 4 fo1. 183, I, Mark, one bearded profile with an open mouth wearing a red 
and green fool's hood with two blue horns, attached to base terminal and 
looking into text; MS 4 fo1. 209, I, John, one frontal head with a beard and a 
moustache in a roundel in the centre of the shaft. 
HUMAN FIGURES: MS 4 fo1. 241v, N, III John, two artists grinding 
pigments and painting the frame of the letter. 
The human heads in this manuscript frequently have hairy faces and bestial ears, 
features that link them to the animal heads and beast masks that are also affixed to the 
terminals of letters. These heads are related to others on the terminals of initials in a 
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copy of Augustine's Confessions, probably from Christ Church, Canterbury 
(Cambridge, Corpus Christi College, MS 253). A two-volume Bible from Christ 
Church, Canterbury, the Dover Bible may be the Biblia Edwini listed in Prior Eastry's 
catalogue of Christ Church manuscripts. It was given to Dover Priory, a cell of Christ 
Church, ca. 1389. Dodwell has analysed the artistic styles of the two volumes, 
describing the first volume as the work of a Byzantine-influenced artist and the 
second volume as the work of a Romanesque artist possibly inspired by Flemish 
manuscripts. The artist ofMS 4 also worked on the Eadwine Psalter, a contemporary 
product of the Christ Church scriptorium. Several male and animal heads have been 
added to the lower margins ofMS 3 to mark words added to the text column. Drawn 
in the ink of the text, these heads are the work of the scribe: folios 4, 10, 18v, 75 and 
95. 
M. Budny, Insular, Anglo-Saxon, and Early Anglo-Norman Manuscript Art at 
Corpus Christi College, Cambridge: An Illustrated Catalogue, 2 vols., Kalamazoo 
(MI), 1997, cat. no. 51, figs. 699, 702, 703 & 708 for CCC MS 253. Cahn cat. no. 
28. R.G. Calkins, 'Pictorial Emphases in Early Biblical Manuscripts', The Bible in the 
Middle Ages: Its Influence on Literature and Art, ed. B.S. Levy, Medieval and 
Renaissance Texts and Studies, 89, Binghamton (NY), 1992, pp. 77-102. Dodwell 
(1954), pp. 84-88 & 92-97, pIs. 2ge, 29g, 33b, 34a, 43a, 43b, 51c, 54a, 54c, 55a, 
55b, 56b, 57a, 58a, 61c, 62a, 63a & 64a. The Eadwine Psalter, pp. 47-48 & 60. 
Kauffmann cat. no. 69, figs. 188-91 and text fig. 29. 
Cambridge, Corpus Christi College, MS 48 
St. Albans Bible 
St. Albans Abbey, ca. 1180 
Figs. J13 & J14 
HUMAN HEADS: fo1. 154v, P, Proverbs, one blue profile with white 
highlighting in yellow beast mouth at upper terminal, facing away from text 
opening; fo1. 194, F, II Maccabees, one orange profile with a blue hat and 
white highlighting on the base terminal facing the blank lower margin. 
HUMAN HYBRID: fo1. 263v, P, Philemon, one naked blue giant with a beard 
and an open mouth, hanging from bowl with a beast biting his arm. 
A single volume Vulgate probably intended for private study and containing three 
columns of text, Corpus Christi College MS 48 has been linked to the patronage of 
Abbot Simon (1167-83). It is considered the work ofthe Simon Master. Most initials 
are 1" high with gold, grey and red frames. Experiments with 'speech balloons' may 
be seen in the historiated initials to the Desiderii mei preface (fo1. 7), Song of Songs 
(fo1. 160v), Ecclesiasticus (fo1. 173) and the four parallel Gospels (fo1. 305v). 
Cahn, cat. no. 29; 'St. Albans and the Channel Style in England', The Year 1200: A 
Symposium, The Metropolitan Museum of Art, New York, 1975, pp. 187-230. 
Kauffmann, cat. no. 91, figs. 258 & 278. St. Albans, cat. no. 3, pp. 32, 55-56 and figs. 
177,179-184,230. 
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Cambridge, Pembroke College, MS 16 
Gregory, Homiliarium in Evangelia 
Bury St. Edmunds Abbey, ca. 1140 
HUMAN HEADS: fo1. 19v, S, Homily 10, one frontal head with a crown in a 
roundel affixed to the centre of the letter; fo1. 90v, E, Homily 34, two bearded 
profiles in foliate terminals facing the text. 
HUMAN FIGURES: fo1. 47, M, Homily 21, two men in yellow and green 
gowns facing each other within letter, holding shields but no weapons, one 
man with arm behind his back; fo1. 63, P, Homily 26, one man playing a fiddle 
in the bowl while a bearded man watches from the left; fo1. 102v, H, Homily 
36, a profile man in green tunic stands in shaft and thrusts an arrow through 
the neck of a beast while looking up at the Gospel reading; fo1. 112v, L, 
Homily 38, naked man climbing in foliage scrolls and looking up at the Gospel 
reading. 
HUMAN HYBRID: fo1. 32, I, Gospel reading for Homily 15, one frontal 
tonsured head on a green fish, standing upright. 
Many initials in the manuscript have been excised. The remaining initials are a 
combination of historiated, inhabited and foliate letters painted in red, green and buff 
washes. Two initials were intended to mark each homily: one for the Gospel reading 
and the other for Gregory's sermon. McLachlan has demonstrated that the initial to 
Homily 10 (fo1. 19v) illustrates the Epiphany with an Adoration ofthe Magi scene 
inspired by the Officium Stellae. Three other historiated initials are found in the 
manuscript. 
ERA, cat. no. 45. Gransden (1998), pp. 255-56, pI. LXIXA. Kauffmann, cat. no. 57, 
figs. 154 & 156-57. McLachlan (1979), pp. 216-24, fig. 46c; 'Possible Evidence for 
Liturgical Drama at Bury St. Edmunds in the Twelfth Century', Proceedings of the 
Suffolk Institute for Archaeology, 34/4,1980, pp. 255-61; (1986), pp. 251-57, figs. 
111, 113, 114 & 115. Pembroke College, pp. 13-14. 
Cambridge, Pembroke College MS 68 
Glossed Gospel of Matthew 
Bury St. Edmunds Abbey, ca. 1175 
HUMAN HEAD: fol. 2, L, Matthew, one bearded profile with a large nose 
and crude features attached to crossbar, awkwardly crowded against the text. 
The manuscript is heavily glossed with a single initial at the opening. Painted in blue, 
green, red and buff washes, it is sandwiched between the text and the glosses. 
McLachlan characterised the foliage in this initial as the work of a weak follower of 
Master Hugo. Nota bene heads and hands appear throughout the manuscript. 
McLachlan (1979), pp. 216-24, pI. 45e; (1986), pp. 261, fig. 123. Pembroke College, 
p.60. 
173 
Cambridge, Pembroke College, MS 120 
Bury Gospels and New Testament 
Bury St. Edmunds Abbey, ca. 1125-50 
Figs. 13-16 
HUMAN HEADS: fo1. 13v, A, Matthew 5:43, one profile with a long nose 
drawn into the flourish of a minor initial and facing the text of Matthew 5 :45-
46; fo1. 31 v, M, Prologue to Mark, profile cupped in the flourish of a long 
descender, looking at the historiated initial ofthe Evangelists above; fo1. 88, 
P, Acts of Apostles, one profile in foliage of bowl facing text; fo1. 120v, I, 
Prologue to Jude, one profile in lower flourish looking into text; fo1. 123, R, 
Prologue to Romans, one silver coloured profile with a blue hat and a gold 
tongue in foliage of upper terminal, facing upwards; fo1. 153, P, Philippians, 
one profile in large pink funnel-like leaf on base terminal, facing the text; fo1. 
155v, P, I Thessalonians, one bearded profile with a green hat and a red 
tongue that is bitten by a green serpent that emerges from a mound floating in 
margin beside upper left terminal; fo1. 163v, P, II Timothy, one bearded 
frontal head held in the paws of an upright dragon that forms the shaft of 
letter; fo1. 168v, I, Prologue to Hebrews, one blue pen-outlined profile in a 
funnel-like leaf at base of initial, disgorging a leaf; fo1. 173v, I, Prologue to 
Apocalypse, one bearded profile with pointed nose in foliage at base of initial 
facing text. 
HUMAN FIGURES: fo1. 117, I, Prologue to John's Epistles, man in blue 
tunic standing on one leg with a bleeding foot, defending himself from a beast 
which bites his head; fo1. 124v, P, Romans, half-length naked man with a 
peaked cap holding a large ball and pointing to the text above; fo1. 157v, P, II 
Thessalonians, one bearded man in a brown tunic at base of letter with his 
arms and legs wrapped around the shaft of the letter; fo1. 165, P, Titus, one 
naked man peering from behind bowl ofletter, clutching the letter frame while 
a beaked bird bites his head. 
HUMAN HYBRIDS: fo1. 11, L, Matthew, centaur with serpentine tail holding 
stick which he shoves into the mouth of beast in the foliage of the crossbar 
below the Evangelist's feet; fo1. 45v, L, Prologue to Luke, bearded human 
head attached to the long neck of a green beast which forms the crossbar, 
facing the text. 
The twelve prefatory miniatures of the Gospels (fols. 1-6v) were executed by an artist 
related to the Alexis Master and the St. Albans Abbey scriptorium. The initials are by 
a separate artist and are similar to the initials of New York, Pierpont Morgan Library, 
MS M.736. The miniatures and the New Testament text were probably bound 
together in the fourteenth century. The anathema at the top offolio 7 indicates that 
the manuscript was given to Bury in the fourteenth century by Reginald de Denham, 
the sacrist; the anathema has a green frame with a profile head attached to the outside. 
A notable feature ofMS 120 is the presence of human heads in the minor initials of 
the text. 
K. R. Bateman, 'Pembroke 120 and Morgan 736: A Reexamination of the St. Albans 
Bury St. Edmunds Manuscript Dilemma', Gesta, 17/1, 1978, pp. 19-26; St. Albans: 
Its IV01Y and Manuscripts Workshops, Ph.D. thesis, University of Michigan, 1989. 
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ERA, cat. no. 21. Gransden (1998), pp. 255. T.A Helsop, 'The Production and 
Artistry of the Bury Bible', Bwy St. Edmunds: Medieval Art, Architecture, 
Archaeology and Economy, British Archaeological Association Conference 
Transactions, 20, 1998, pp. 172-85. Kauffmann cat. no. 35, figs. 91-102. McLachlan 
(1975), pp. 3-18, figs. 1,2,4, 6 & 8; (1986), pp. 120-37, Text fig. C, p. 122. 
Pembroke College, pp. 117-25. St. Albans Psalter, p. 169. 
Cambridge, St. John's College, MS A.8 (8) 
Flavius Josephus, Jewish Antiquities and Wars (Vol. II) 
Christ Church, Canterbury, ca. 1130 
Fig. 21 
HUMAN HEADS: fo1. 39v, A, Book 17 of Jewish Antiquities, one profile 
with open mouth in foliage ofletter facing Moses; fo1. 76v, G, Book 19 of 
Jewish Antiquities, one blue bearded profile on terminal ofletter disgorging a 
foliage flourish; fo1. 219, C, Book 7 of Jewish Wars, two three-quarter view 
heads with blue hats and red collars attached to terminals and looking into 
text. 
HUMAN FIGURES: fo1. lv, S, Book 15 of Jewish Antiquities, two large men 
in red and yellow tunics, one has fallen and the other disgorges a stem; fo1. 
16v, I, Book 16 of Jewish Antiquities, man in olive tunic climbing shaft of 
letter; fo1. 61, C, Book 18 of Jewish Antiquities, man in green tunic climbing 
letter frame and looking upward; fo1. 76v, G, Book 19 of Jewish Antiquities, 
man in green tunic climbing on foliage scrolls to attack the bearded human 
head on the terminal with a baton; fo1. 91, M, Book 20 of Jewish Antiquities, 
two naked men with long blonde hair and eels wrapped about their bodies, 
they tug on their beards; fo1. 136v, T, Book 2 of Jewish Wars, man with blue 
cap and curly hair clings to top of letter and looks away from text; fo1. 191, A, 
Book 5 of Jewish Wars, man in green tunic stands in right shaft and holds a 
book before an altar. 
St. John's College, MS A8 is the second half of Flavius Josephus's Jewish 
Antiquities and Wars of which the first volume is Cambridge, University Library, MS 
Dd.l.4. Several Christ Church artists are responsible for the initials. The 'Royal artist' 
was responsible for the initials on folios 16v, 39v, 48, 61, 76v, 91, 102, 103v, and the 
design at least offolio Iv. The second artist ofMS A8, working in bright colours 
with thick black outlines, is related to the artists of Cambridge, Trinity College, MS 
B.2.34 and Trinity College MS B.3.9. The man clinging to the letter T on folio 136v 
has probably been copied from the St. Augustine's Abbey Priscian, Cambridge, 
Trinity College, MS 0.2.51, folio 46 (Fig. 31). Knife, diamond shaped dots and .a. 
marks appear throughout the manuscript. 
Dodwell (1954), pp. 32 & 36-39, pIs. 14e, 25a & b, 37a & d, 42a & 47b. ERA, cat. 
no. 43a. T.A Heslop, "Dunstanus Archiepiscopus' and Painting in Kent around 
1120', Burlington Magazine, 126, 1984, p. 200. Kauffmann, cat. no. 44, figs. 117-
118 & 121. 
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Cambridge, St. John's College, MS D.19 (94) 
Ivo of Chartres, Sermones de Sacramentis and other theological works 
Bury St. Edmunds Abbey, ca. 1112-1126 
HUMAN HEAD: foi. 1, Q, Sermon 1, one tonsured and bearded frontal head 
flanked by beasts inside bowl of letter. 
Although MS 94 appears not to have been made at Bury, it was given to the abbey by 
Prior Baldwin (1112-26) who, according to an inscription on flyleaf iii, had the 
manuscript made: Baldwinus priorfecitfieri hunc librum. Neil Ker has suggested 
that it was written by a professional scribe working at Bury St. Edmunds. 
Gameson (1999), no. 122. Gransden (1998), pp. 231, 266-67 and pI. LXXXIA. N. 
Ker, English Manuscripts in the CentUlY after the Norman Conquest, Oxford, 1960, 
p. 11. Robinson, cat. no. 298. R. Thomson, 'The Library of Bury St. Edmunds Abbey 
in the Eleventh and Twelfth Centuries', Speculum, 47, 1972, p. 630. 
Cambridge, Trinity College, MS B.2.34 
Jerome, Various tracts and commentaries on the Old Testament 
Christ Church, Canterbury, ca. 1120 
HUMAN HEAD: foi. 117, F, Commentary on I Samuel, one ink-outlined 
profile head with a red and blue peaked hat on upper terminal looking towards 
initial and text opening. 
HUMAN FIGURES: foi. 34, S, de Mansionibus Filiorum Israhel, two naked 
men in centre frame of initial, upper man with peaked hat struggling with a 
serpent-like beast, the lower man has a tail and sits with an open mouth 
watching the first; foi. 79v, A, Libel' Interpretationis Hebraicorum Nominum, 
pink-outlined man holding a flail and facing an upright hare that plays a lyre; 
fo1. 137v, I, Commentary on II Samuel, man in tunic doubled over at base of 
initial with a dog standing on his back. 
HUMAN HYBRIDS: fo1. 47v, A, Libel' Inte7pretationis Hebraicorum 
Locorum, a green creature with human body, beast head and long feathery tail 
holds a hammer; foi. 117, F, Commentary in I Samuel, a creature with a blue 
outlined human body and a human head with rabbit ears looks into the text; a 
man with a fiddle and a tail stands in the shaft. 
Reflecting the work of at least two Christ Church artists, the initials in the second half 
ofMS B.2.34 are noted for their anthropomorphic animals in coloured outline. The 
text of Cambridge, Trinity College, MS 0.4.7 was copied from this manuscript. The 
margins ofMS B.2.34 have diamond and knife marks typical of Christ Church 
manuscripts. At the end of the manuscript are zodiac drawings, which may account 
for the unusual initial on folio 137v in which a canis has been copied from an 
astronomical manuscript. Other motifs in the manuscript's initials like the ass playing 
a lyre can be related to Christ Church crypt capitals. 
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Dodwell (1954), pp. 23, 29, 64 & 74, pIs. 14b, 18a, 38i & 45g. Gameson (1999), no. 
136. Kahn (1991), pp. 54-55, fig. 67. Trinity College, vol. I, cat. no. 77. 
Cambridge, Trinity College, MS B.3.9 
Ambrose, Expositio in Lucam 
Christ Church, Canterbury, ca. 1090-1100 
Fig. 17 
HUMAN HEAD: fo1. 4, S, Prologue, one profile with blue beard in beast 
mouth on lower terminal facing away from the text. 
HUMAN FIGURES: fo1. 56v, E, Book 5, man in a red outlined gown holding 
a sword and preparing to decapitate a winged beast; fo1. 92v, C, Book 6, man 
in buff outlined tunic caught in foliage of letter, looks at text above; fo1. 119v, 
L, Book 7, two men in buff outline, upper man stands in initial with a red 
sword and ignores the lower bearded man who kneels on the crossbar and 
raises his hand to the upper man; fo1. 130, I, Book 8, man standing in frame 
with sword under his arm looking at text below. 
HUMAN HYBRID: fo1. 15, E, Book 2, man in red outline with heart-shaped 
face and a fish body, oriented sideways to form the crossbar. He grabs the 
necks of two birds that bite his ears. 
Many of the initials contain men and hybrid creatures engaged in struggle or clinging 
to the letter structure. Gameson argued that the initials of MS B. 3.9 were the work of 
a Norman artist working in an English scriptorium. At least two artists worked on this 
manuscript. The artist of the initial on folio 4 also painted initials in Canterbury, 
Cathedral Library, MS Lit.E.42. On folio 36v the head of a woman is pencilled into 
the margin; diamond shaped dots appear throughout the margins. 
Dodwell (1954), pp. 20, 37 & 72, pIs. 5h & 44a. Gameson (1995), pp. 106, 121, n. 
38, fig. 2. Trinity College, vol. I, cat. no. 88. 
Cambridge, Trinity College, MS B.3.13 
Angelomus, Enarrationes in Libros Regum 
Christ Church, Canterbury, ca. 1120 
Figs. 18-20 
HUMAN HEADS: fo1. 4v, F, Commentary on I Samuel, two large profiles 
with green peaked hats and thick beards attached to shaft and disgorging 
dragons that form the crossbars of the letter; fo1. 52, P, Chapter 29 of the 
Commentary on I Samuel, one red pen-outlined bearded face inside a minor 
initial looking at the text above; fo1. 54, V, Commentary on II Samuel, two 
bald profiles inside foliage within the initial, with red outlined mouths and 
facing one another. 
HUMAN FIGURES: fo1. 4v, F, Commentary on I Samuel, man in a red tunic 
with a hood squatting inside letter and holding a green branch while gesturing 
towards the text; fo1. 149, T, Commentary on II Kings, one bearded man in a 
red and green cloak holding a dragon over his shoulder. 
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HUMAN HYBRIDS: fol. 88v, E, Commentary on I Kings, two green 
manticores with human heads looking away from text. 
The initials ofMS B.3.13 are loosely related to those of Cambridge, St. John's 
College, MS A.8; Cambridge, Trinity College, MS 0.4.7; and London, British 
Library, MS Royal l. C. VII. The initial on folio 4 is closely linked to MS Royal 
l.C.VII, fol. 55v; both Vs are composed of winged dragons painted bright yellow, 
blue and green. The texts open with identical words: Vigniti et duas, Jerome's 
prologue to the Books of Kings. The heads, foliage and letter structures ofMS 
B.3.13 recall the work of the Royal and Walters artists, but the paint in MS B. 3.13 is 
thick applied, and the foliage is not painted in the characteristic style of either artist. It 
is probably the work of a related Christ Church artist. 
Trinity College, vol. I, cat. no. 92. 
Cambridge, Trinity College, MS B.5.2 
Lincoln Bible (Vol. II: Wisdom to Epistles) 
Lincoln Cathedral, ca. 1100-09 
Fig. 80 
HUMAN HEADS: fol. 12v, D, Wisdom, one profile upside-down in the 
scrolling foliage ofthe bowl; fol. 75, E, I Maccabees, one profile with an open 
mouth and a red dot on cheek is upright in foliage of letter facing away from 
the text; fo1. 168, P, I Corinthians, one profile attached to upper terminal with 
a red tongue and a red dot on his cheek, facing away from the text and 
disgorging a beast; fo1. 175v, P, Titus, profile on base terminal with open 
mouth looking at margin away from text opening. 
The second volume of a two-volume Bible given to Lincoln Cathedral by Nicholas, 
canon and archdeacon of Huntingdon, before his death in 1109, the manuscript 
contains initials almost identical to those in the first volume (Lincoln, Cathedral 
Library, MS 1). In this volume, the initials are increasingly larger and have greater 
surface detail, but they retain the same blue, red, green and yellow backgrounds and 
beast heads as volume one. This artist also decorated the initials of Lincoln, Cathedral 
Library, MS 90. 
Cahn, cat. no. 32. R.G. Calkins, 'Pictorial Emphases in Early Biblical Manuscripts', 
The Bible in the Middle Ages: Its Influence on Literature and Art, ed. B.S. Levy, 
Medieval and Renaissance Texts and Studies, 89, Binghamton (NY), 1992, pp. 77-
102. ERA, cat. no. 12. Gameson (1999), no. 154 and pI. 12. Kauffmann, cat. no. 13, 
figs. 32-33. Lincoln, p. 212. 
Cambridge, Trinity College, MS 0.2.51 
Priscian, Grammaticae 
St Augustine's Abbey, Canterbury, ca. 1070-1100 
Fig. 31 
HUMAN HEADS: fol. 2, P, Book 1, one profile in roundel on shaft, looking 
away from text opening; fol. 9, S, Book 2, a woman's head in a roundel in 
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centre offrame; fo1. 21, D Book 4, heads of a veiled woman and a tonsured 
monk, facing inward; fo1. 26, Q, Book 5, two roundels with woman's head 
and young man's head; fo1. 34, Q, Book 6, naked man as tail ofletter with a 
serpent twisting around his leg; fo1. 46, T, Book 7, two profiles inside 
terminals, facing a naked man in centre of crossbar. 
HUMAN FIGURES: fo1. 46, T. Book 7, one naked man climbing shaft of 
letter, clinging to crossbar and pointing to text above his head; fo1. 59, V, 
Book 8, one man in tunic sitting in right frame holding a sword and fighting a 
winged beast in the foliage of the letter; fo1. 74, D, Book 9, one man striding 
through foliage ofletter with a beast biting his head; fo1. 81 v, I, Book 10, one 
man in frame, climbing up with beast below him; foi. 90, Q, Book 11, two 
men in tunics with knives fighting one another in foliage ofletter, one with a 
green face, an open mouth and long hair; fo1. 96, P, Book 12, one man in 
frame, grabbing foliage while a beast bites his foot; fo1. 105, Q, Book 14, two 
men, one with a knife and the other with a stone, wrestling one another. 
HUMAN HYBRIDS: fo1. 46, T, Book 7, one centaur with long hair and a 
bow shooting a naked man at the top of the initial; fo1. 100, C, Book 13, a 
green centaur with a bow and arrow in centre ofletter, aiming at bird in upper 
terminal; fo1. 111v, A, Book 15, one man with a serpent body and a tail 
looking up at text. 
A small glossed guide to learning Latin grammar, MS 0.2.51 has a series oflively 
initials with men and beasts drawn in an Anglo-Saxon style. Gameson has suggested 
that the decorated initials filled with struggle formed an analogy for the student's 
struggle to learn Latin grammar. 
Dodwell, pp. 19,26-27,63, 79, 122, pIs. llc, 15b, 15d & 36d. ERA, cat. no. II. 
Gameson (1995), pp. 134-35; (1999), 165. Kauffinann, cat. no. 8, figs. 13-16. 
Cambridge, Trinity College, MS 0.4.7 
Jerome, Various tracts and commentaries on the Old Testament 
Rochester Cathedral Priory, ca. 1122 
Figs. 93-97 
HUMAN HEADS: fo1. 2, I, Commentary on Genesis, profile in beast mouth 
facing text in lower shaft and frontal horned mask in base terminal; fo1. 32v, S, 
de Mansionibus Filiorium, a frontal head with beard and large ears peering 
from foliage of upper bowl; fo1. 48v, A, Libel' Intelpretationis Hebl'aicorum 
Locol'um, large profile with beard, open mouth and Phrygian cap attached to 
lower terminal; fo1. 112, F, Commentary on I Samuel, two profiles with open 
mouths in foliate terminals of crossbars looking into text. 
HUMAN FIGURES: fo1. 1, Q, Preface to the Commentary on Genesis, man 
with knotted cloak seated on a horse with a raised sword, fending off a bear 
that attacks his horse; fo1. 2, I, Commentary on Genesis, one man in short 
tunic carrying a fish on his shoulder as he turns to look upward with an open 
mouth, inside shaft of the letter; fo1. 48v, A, Libel' Intelpretationis 
Hebl'aicorum Locol'um, bearded man in short tunic astride a winged and 
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hoofed beast that eats the man's head; fo1. 74, P, Preface to Hebrew names, 
man with an open mouth clinging to the bowl of the letter; fol. 75, A, Libel' 
Intelpretationis Hebraicorum Nominum, two men in tunics with open mouths, 
one climbs in foliage and eats a leaf while the other holds bear on a lead and 
says 'ABC'. 
The text ofthis manuscript was copied from Cambridge, Trinity College, MS B.2.34 
by the main scribe of the Textus Roffensis. The initials in MS 0.4.7 are well planned 
and fit the space provided perfectly. They are outlined in ink and are unpainted. The 
rubrication is complete and on folio 75 it overlaps the initial. The artist is the 'Royal 
artist' who worked on several Christ Church and Rochester manuscripts ca. 1120-30. 
The manuscript was in Rochester by ca. 1122 since it appears on the Textus Roffensis 
library list as number twenty-nine, and it influenced the 'Walters artist' in his 
decoration of the Rochester New Testament (Baltimore, Walters Art Gallery, MS 
W.18). 
M. Camille, 'Seeing and Reading: Some Visual Implications of Medieval Literacy and 
Illiteracy', Art Hist01Y, 8, 1985, pp. 29-30. ERA, cat. no. 42. Gameson (1999), no. 
167. T.A. Heslop, "Dunstanus Archiepiscopus' and Painting in Kent around 1120', 
Burlington Magazine, 126, 1984, p. 200. Kauffmann, cat. no. 23, figs. 47 & 48. M.P. 
Richards, Texts and Traditions in the Medieval Library of Rochester Cathedral, 
Transactions of the American Philosophical Society, 78/3, 1988, p. 26. Textus 
Roffensis (Rochester, Cathedral Librmy, A.3.5), ed. P. Sawyer, Early English 
Manuscripts in Facsimile, vol. 11, Copenhagen, 1962. 
Cambridge, Trinity College, MS 0.5.8 
Peter Lombard, Glossed Pauline Epistles 
St. Albans Abbey, last quarter of the twelfth century 
HUMAN HEADS: fol. 2, P, Gloss on Romans, one bearded profile in base 
terminal with blue face, looking away from text; fo1. 60, P, I Corinthians, one 
profile on upper terminal with red hat, open mouth and thick clumps of hair, 
looking away from text opening; fo1. 148v, P, Gloss on Ephesians, one small 
blue profile in lower base terminal looking towards text; fo1. 183, P, Gloss on 
I Thessalonians, one blue profile in base terminal, looking away from text; fo1. 
194v, P, Gloss on I Timothy, one bearded profile in blue beast mouth on 
upper terminal looking away from text. 
HUMAN FIGURES: fol. 2, P, Gloss on Romans, four human figures in 
roundels on shaft: a blue man fighting a lion, two blue knights on horseback 
jousting, a blue man holding shields; fo1. 102v, P, II Corinthians, one man with 
large head holding a spear and fighting a blue lion in foliage. 
HUMAN HYBRID: fo1. 148v, P, Gloss on Ephesians, one grey atlantes with 
an orange bearded and grimacing face hanging from the bowl of letter with a 
yellow beast biting his arm. 
Two large initials mark the opening of each epistle and its gloss. The main artist of the 
initials has been identified as Simon Master. The atlantes and biting beasts of this 
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manuscript are blue and orange like those in Cambridge, Trinity Hall, MS 2 and the 
St. Albans Bible, two other manuscripts attributed to the Simon Master. 
w. Cahn, 'St. Albans and the Channel Style in England', The Year 1200: A 
Symposium, The Metropolitan Museum of Art, New York, pp. 187-230. St. Albans, 
cat. no. 13 and pp. 33, 54-56 & 61-62, figs. 185-188. 
Cambridge, Trinity College, MS 0.10.28 
Eutropius, Breviarium historiae romanae ab urbe condita with Paul the 
Deacon's continuation 
Christ Church, Canterbury, ca. 1110-20 
HUMAN HEAD: fo1. 1, P, Book 1, one profile on upper terminal with a long 
beard and a pointed green cap, looking away from text opening. 
HUMAN FIGURE: fo1. 1, P, Book 1, man in blue tunic holding onto curtain 
while pointing to the opening text and looking at the Christ-like figure seated 
behind a table. 
Gameson hesitated to attribute this manuscript to a Norman or an Anglo-Saxon artist 
since his "talent is so minimal". The opening and only painted initial appears to be 
copied from a Last Supper scene in which a man in a blue gown is seated behind a 
table on which a chalice, a knife and a loaf of bread are laid. The looped curtains 
behind the man have parallels in several eleventh-century miniatures. The scene may 
be related to an initial in Rouen, Bibliotheque Municipale, MS A.85, folio 121 where 
Christ and several of the disciples are seated behind a table within the bowl of the 
letter P. In the MS 0.10.28 initial, a grotesque man hangs from the right curtain and 
points to the text. The placement of the head and its hat in MS 0.10.28 are identical 
to heads in Cambridge, Trinity College, MS B.2.34 and Cambridge, St. John's 
College, MS A.8. 
ERA, cat. & fig. 6 for the Rouen initial. Gameson (1995), llll. 74 & 87; (1999), no. 
172. Lawrence (1982), p. 108, n. 2l. Trinity College, vol. III, cat. no. 1480. 
Cambridge, Trinity College, MS R.17.1 
Eadwine Psalter 
Christ Church, Canterbury, ca. 1150 
HUMAN HEAD: fo1. 11 v, D, Psalm 6, one profile in foliate terminal ofletter 
facing away from text opening. 
HUMAN FIGURES: fo1. 109v, T, Psalm 64, one naked man entangled in the 
scrolling foliage of the letter and looking up at miniature of the Heavenly 
Jerusalem; fo1. 230v, N, Psalm 123, one man with a shield and a sword 
fighting a lion across the bar of the letter; fo1. 232v, I, Psalm 125, one man 
with an open mouth clinging to the letter. 
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HUMAN HYBRIDS: fo1. 48, A, Psalm 28, human body with an animal head 
and a tail bitten by dragon and dog; fo1. 263v, E, Canticle ofHezekiah, one 
naked human figure with donkey ears holding a book. 
The Eadwine Psalter, pp. 53-56, pIs. 16c, 30c, 30e, 30g, 31a & 31b. ERA, cat. no. 
62. Kauffmann, cat. no. 68, figs. 181-87. St. Albans Psalter, pp. 169-70. The Utrecht 
Psalter in Medieval Art: Picturing the Psalms of David, eds. K. van der Horst, W. 
Noel and W. C. M. Wo.stefeld, Utrecht, 1996, fig. 47. 
Cambridge, Trinity Hall, MS 2 
Ralph ofFlavigny on Leviticus 
St. Albans Abbey, ca. 1167-83 
Fig. 112 
HUMAN HEADS: fo1. 3v, V, Book 1, one orange profile in terminal facing 
away from text opening and the figures of Moses and God inside the letter; 
fo1. 30v, L, Book 4, one blue profile in beast mouth on crossbar facing away 
from the text opening. 
W. Cahn, 'St. Albans and the Channel Style in England', The Year 1200: A 
Symposium, The Metropolitan Museum of Art, New York, pp.187-230. ERA, cat. no. 
70. M. R. James, A Descriptive Catalogue of the Manuscripts in the Library of 
Trinity Hall, Cambridge, 1907, pp. 4-5. Kauffmann, cat. no. 90, fig. 277. St Albans, 
cat. no. 15, figs. 172,205-207 & 212-213. B. Smalley, 'Ralph ofFlaix on Leviticus', 
Recherches de theologie ancienne et medievale, 1968, pp. 35-82. 
Cambridge, Trinity Hall, MS 4 
Flavius Josephus, Jewish Antiquities & Wars 
Monkland Priory, Herefordshire, ca. 1140 
HUMAN HEADS: fo1. 2, Q, Capitula, one tonsured face with buff tinting 
drawn into bowl ofletter; fo1. 2v, I, Book 1 of Jewish Antiquities, two 
bearded profiles with green pointed caps on interlace terminals at top ofletter. 
HUMAN FIGURES: fo1. 1, I, prologue, two men with green caps sit inside 
foliage playing a lyre and a horn; fo1. 36, H, Book 4 of Jewish Antiquities, two 
men, one upright in shaft of letter wears a green gown and a red halo and 
points to the text, the other man is doubled over beneath his feet. 
Trinity Hall MS 4 contains a number of marginal drawings and sketches for the 
foliage of the letters. On the opening folio for Book 17, a profile head with tight 
brown curls and a beard appears with an open mouth in the lower margin marking a 
word that hangs below the text column. The heads in the initial to Book 1 recall those 
of Winch combe Abbey manuscripts in their fat faces and grotesque features. The 
strap-like foliage and decoration ofMS 4 is also related to the decoration of capitals 
and columns at Kilpeck and Leominster Priory Churches. An inscription on folio 1 
identifies the manuscript as from Monkland, a small priory in Herefordshire. 
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Boase, fig. 32a. M. R. James, A Descriptive Catalogue of the Manuscripts in the 
Librmy of Trinity Hall, Cambridge, 1907, pp. 6-7. Kauffmann, cat. no. 63, fig. 166. 
Cambridge, University Library, MS Dd.l.4 
Flavius Josephus, Jewish Antiquities and Wars (Vol. I) 
Christ Church, Canterbury, ca. 1130 
HUMAN HEAD: fol. 34v, I, Book 3 of Jewish Antiquities, one blue-outlined 
profile in a green and purple leaf on the base terminal facing away from the 
text opening. 
HUMAN FIGURES: fol. 64v, M, Book 5 of Jewish Antiquities, entangled 
man clambering in foliage; fol. 81, T, Book 6 of Jewish Antiquities, two men 
entangled in foliage, one in profile and other in a frontal position with a 
pointing finger as if instructing the other; fol. 100v, M, Book 7 of Jewish 
Antiquities, man in green tunic caught in foliage; fol. 170, P, Book 11 of 
Jewish Antiquities, man with blue hair holding axe, caught in foliage; fol. 
184v, A, Book 12 of Jewish Antiquities, two blue-haired and bearded men in 
tunics in foliage, one falling with beast biting his neck, other man with axe 
attempting to rescue his companion; fol. 220, A, Book 14 of Jewish 
Antiquities, one large man in an olive tunic stabs a lion while another man in a 
green tunic points to the text. A naked woman holding a beast emerges from 
the mouth of the lion. 
HUMAN HYBRID: fol. 34v, I, Book 3 of Jewish Antiquities, one naked man 
with bald forehead, a ring of blue hair, a long tongue and a blue tail stands in 
shaft, grabbing beasts that bite him. 
The first volume ofthe Christ Church Josephus is decorated by several different 
artists; one works in an impressionistic Anglo-Saxon style while the other uses crisp 
lines and has a miniaturist hand. With the exception of the Royal artist's initial on 
folio 220, none of these artists worked in the second volume (Cambridge, St. John's 
College, MS A.8). 
Dodwell (1954), pp. 22, 33, 68 & 79, pIs. 13a, 20a, 30a, 36a, 41c & 46b. ERA, cat. 
no. 43, figs. 116 & 122. T.A. Heslop, "Dunstanus Archiepiscopus' and Painting in 
Kent around 1120', Burlington Magazine, 126, 1984, p. 200. Kauffmann, cat. no. 43. 
Cambridge, University Library, MS Dd.6.6 
Boethius, de Consolatione Philosophiae 
West Country, ca. 1140 
HUMAN HEADS: fol. 32v, 0, Book 3, meter 9, two profiles facing each 
other in the bowl. 
Kauffmann noted the similarities between the miniature ofBoethius in Prison (fol. 2v) 
and the same miniature in Oxford, Bodleian Library, MS Auct F.6.5, a copy of 
Boethius decorated by the Entangled Figures Master. The initial on folio 32v ofMS 
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Dd.6.6 may link the two manuscripts further. The foliage and profile heads on folio 
32v closely resemble the work of the Entangled Figures Master, suggesting that the 
manuscript is the work of a follower. A pencil drawing visible in the left frame of the 
letter 0 to the 0 qui perpetua poem in MS Dd.6.6 indicates that a profile head inside 
a funnel-like leafwas intended to decorate the letter like the head in MS Auct F.6.5, 
folio 7v (Fig. 124). The manuscript is heavily marked with grotesque faces in the 
margms. 
Kauffmann, cat. no. 50, fig. 136. 
Dublin, Chester Beatty Library, MS 22 
Walsingham Bible (Vol. I: Genesis to Ruth) 
Walsingham Priory, Norfolk, ca. 1140 
Figs. 117 & 118 
HUMAN HEADS: fo1. 3v, F, Frater Ambrosius preface, two profiles in beast 
mouths on upper terminals facing the text; fo1. 6v, D, Desiderii mei preface, 
human heads in foliage of bowl, set on a gold ground; fo1. 8v, I, Genesis, four 
profiles in foliage on the upper and lower terminals of the letter, facing 
outwards; fo1. 32v, H, Exodus, two bearded profiles nose to nose in frame of 
letter. 
HUMAN FIGURES: fo1. 3v, F, Frater Ambrosius preface, one man in white 
clothing with a pointed hat holds a shield and a spear with which he attacks a 
winged beast in the upper shaft while another man wearing a round cap grabs 
a lion and bites his tail; fo1. 89v, H, Deuteronomy, a man in a dark tunic 
holding a knife is entangled in the foliage of the letter and looks up at a beast. 
HUMAN HYBRID: fo1. 89v, H, Deuteronomy, a human head on a pig's body 
wears a hooded gown and cuts the tongue of a beast. 
The Bible dates to ca. 1140 but the foundation of the Augustinian Priory of 
Walsingham in 1153 suggests that the manuscript was acquired after its production. 
The heads resemble those in the Dover Bible and the Eadwine Psalter while the thick 
foliage recalls that of Hereford, Cathedral Library, MS 0.8.3, a Hereford Cathedral 
manuscript. 
Cahn, cat. no. 30. ERA, cat. no. 52, fig. 52. Kauffmann cat. no. 59, figs. 159-162. 
Normans in NOlfolk, pp. 57-59, fig. 60. E.G. Millar, The Library of A. Chester 
Beatty: A Descriptive Catalogue of the Western Manuscripts, 2 vols., Oxford, 1927, 
cat. no. 22, pIs. lxiv-Ixvii. A. Stones, Review of Romanesque Manuscripts 1066-1190 
by C. M. Kauffmann, Speculum, 53, 1978, p. 588. 
Dublin, Trinity College Library, MS 53 (A.1.1) 
Winchcombe Psalter & New Testament 
Winchcombe Abbey, ca. 1130-40 
Fig. 122 
HUMAN HEADS: fo1. 1, B, Jerome's letter to Damascus, one profile in 
foliage oflower bowl disgorging a foliate scroll; fo1. 151, B, Psalm 1, 
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(Hebrew version), two round profiles hanging from leaves in foliage oflower 
bowl, facing one another; fo1. 178v, D, Psalm 101 (Gallican version), one 
bearded and horned profile attached to stem on upper terminal, facing a beast 
head below. 
HUMAN FIGURE: fo1. 64, P, Acts of the Apostles, man in a tunic emerges 
from upper shaft ofletter with a raised axe and prepares to decapitate a long-
necked bird that stands in the bowl of the initial. 
HUMAN HYBRIDS: fo1. 1, B, Psalm 1 (Gallican version), a creature with a 
fish tail, two chicken-like legs, a winged human profile on its torso and a 
bearded human head faces backwards and disgorges a foliate stem in the lower 
bowl. Upside down in the lower frame, a two-headed beast with a human 
torso, human arms and hands is attached to the twisted body of a dog. 
The capitals of the canon tables prefacing the volume are composed of frontal human 
heads with beards and veils. Additionally, roundels with human heads ornament the 
upper arch of these folios (fo1s. 2v-4v). 
Heimann (1965), pp. 86-109, pIs. 15a, 18e & h. Kauffmann cat. no. 53, figs. 144-146. 
Trinity College Dublin, pp. 97-101. 
Durham, Dean and Chapter Library, MS A.I.tO Fig. 69 
Anselm of La on, Berengaudus & Cassiodorus, Commentaries on Matthew, the 
Apocalypse and de Anima 
Durham Cathedral Priory, ca. 1130-40 
HUMAN HEADS: fo1. 146, S, Book 4 of the commentary on Matthew, two 
profiles, one bearded, inside foliate terminals facing into the initial and eating 
leaves. 
HUMAN FIGURES: fo1. lv, C, Book 1 of the commentary on Matthew, 
naked man with beard and moustache wearing black shoes, entangled in 
foliage and holding a brown stone to throw at dog; fo1. 179, P, second vision 
of the commentary on the Apocalypse, a moustached man in a purple tunic 
with black shoes inside bowl rams spear through neck of beast which spurts 
blood; fo1. 212v, V, fifth vision of the commentary on the Apocalypse, 
bearded man in orange tunic spears beast in neck; fo1. 227, S, seventh vision 
of the commentary on the Apocalypse, a bearded man in a green tunic holds a 
stone and chases a lion in foliage. 
A large volume decorated with historiated and inhabited initials, MS A. I. 10 has a 
fifteenth-century inscription on folio 104 that indicates it was read in the refectory at 
that date. The commentary on Matthew (fols. 1-168) is heavily discoloured and has 
marginal notations identifying the authors of the commentary; in another manuscript 
this text is attributed to Anselm of Laon. 
Gameson (1999), nos. 208 & 209. Kauffmann, cat. no. 47, figs. 129 & 130. Mynors, 
cat. no. 66, pI. 40. A. J. Piper, 'The Libraries of the Monks of Durham', Medieval 
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Scribes, Manuscripts and Libraries: Essays presented to NR. Ker, eds. M.B. Parkes 
and AG. Watson, London, 1978, p. 230, n. 46. 
Durham, Dean and Chapter Library, MS A.II.1 
Puiset Bible (4 vols.) 
Durham Cathedral Priory, ca. 1170-80 
HUMAN HEAD: Vol. III, fo1. 109, I, Esther, bearded profile with open 
mouth upside-down in blossom facing away from the text. 
A significant number of initials have been excised from this manuscript, and the Esther 
initial is the only surviving initial with a human head. Since many of the initials have 
plain frames, it is unlikely that human heads were used extensively in this Bible. The 
bearded head in the Esther initial can be compared to similar heads in the Bury Bible 
and to several heads in the New Testament initials of the Winchester Bible. 
Cahn, cat. no. 3l. ERA, cat. no. 77. Kauffmann, cat. no. 98, figs. 279-282 & 285. D. 
Marner, The Bible of Hugh du Puiset: Authority, Appropriation and Invention in the 
late Twelfth Centwy, unpublished Ph.D. dissertation, University of East Anglia, 1995; 
'The Bible of Hugh ofle Puiset (Durham Dean and Chapter Library, MS AIl. 1 )" 
Anglo-Norman Durham 1093-1193, eds. D. Rollason, M. Harvey and M. Prestwich, 
Woodbridge, 1994, pp. 471-84. Mynors, cat. no. 146, pI. 5l. 
Durham, Dean and Chapter Library, MS A.II.19 
Peter Lombard, Glossed Pauline Epistles 
Durham Cathedral Priory, ca. 1180 
HUMAN HEAD: fo1. 250, P, II Thessalonians, profile with white hair 
attached to upper terminal, looking into bowl at two men who behead a 
kneeling man. 
HUMAN FIGURES: fo1. 4v, P, Romans, man in green cowl playing a harp in 
upper roundel of shaft, naked man playing a viol in lower roundel; fo1. 87v, P, 
I Corinthians, man with purple flesh and white shorts riding a serpent who 
bites his nose; fo1. 230, P, Colossians, three men in roundels in shaft, upper 
man in orange tunic holding a white stone, centre man in profile with hand 
raised in greeting, lower man in a pink tunic bent over backwards like an 
acrobat. 
HUMAN HYBRID: fo1. 218, P, Philippians, a short, fat beast with a red 
human head is in roundel at the top of the shaft, looking up at the capitula. 
Given to Durham by Bishop Hugh du Puiset, MS AII.19 is decorated with small 
dogs, hybrids and beasts in roundel on the shafts ofletters. The use of orange, green 
and blue paint and coloured frames surrounding the initials is typical of late twelfth-
century initials. The initial to Galatians on folio 175 contains Paul holding a book and 
teaching while the initial to II Thessalonians may contain an unusual version of the 
martyrdom of Paul. Some ofthe decorated initials suggest a relationship to the text; a 
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half-length human figure in the initial to Colossians (fo1. 230) turns towards the text 
and waves at the word salutant beside him. 
Kauffmann, cat. no. 99, figs. 286 & 287. Mynors, cat. no. 149, pI. 55. 
Durham, Dean and Chapter Library, MS A.III.I0 
Gilbert de la Porree, Glossed Psalter (Vol. II: Psalm 80 to Canticles) 
Durham Cathedral Priory, 1158 
HUMAN HEADS: fo1. 2, E, Psalm 80 with catena gloss, two pink profiles 
with open mouths in beast mouths on terminals. 
The artist ofMS A. III. 10 also painted a copy of Be de's Life ofSt. Cuthbert (Oxford, 
Bodleian Library, MS Laud Misc. 491) with gold and the same pink, deep blue and 
green paint. 
C.F.R. de Hamel, Glossed Books a/the Bible and the Origins a/the Paris Book 
Trade, Woodbridge, 1984, pp. 11 & 19. Mynors, cat. no. 124, pI. 45a. 
Durham, Dean and Chapter Library MS B.II.8 
Jerome, Commentarium in Isaiam 
Durham Cathedral Priory, ca. 1120-30 
Figs. 62-68 
HUMAN HEADS: fo1. 1, E, preface, one three-quarter view head in green 
beast mouth on upper terminal, one frontal head on end of crossbar and one 
profile ofa monk in a roundel facing away from text; fo1. lv, V, Book 1, one 
three-quarter view head in foliage of upper terminal; fo1. 34v, I, Book 4, two 
profiles in mouths of beasts at base of initial; fo1. 87, S, Book 8, one profile 
with green hair in foliage on left side of initial, facing away from the text; fo1. 
162, C, Book 15, one profile with an open mouth on lower terminal looking 
into text; fo1. 198, D, Book 18, two profiles nose to nose on upper terminal 
and one profile disgorging an animal on the lower terminal facing away from 
the text. 
HUMAN FIGURES: fo1. 109, D, Book 19, one man in a green tunic caught in 
foliage; fo1. 128, N, Book 12, two men in yellow and red tunics form the 
uprights of the letter, holding swords and battling the beast that hangs 
between them. 
HUMAN HYBRIDS: fo1. 10v, F, Book 2, a centaur with a green body and an 
axe inside foliage between crossbars; fo1. 162, C, Book 15, a bearded human 
head with dog on top of his head with a dragon body and chicken feet. 
The artist ofMS B.II.8 is identical to that of Durham, Dean and Chapter Library, MS 
B.II.26. Many of the initials in this manuscript are historiated with the figures of 
Christ and Isaiah holding speech scrolls and books. The scrolls are sometimes 
inscribed with verses from the book ofIsaiah. According to the nineteenth-century 
cataloguer of Durham manuscripts, Thomas Rud, a fifteenth-century inscription in the 
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opening of the manuscript indicated that it was stored in a cupboard near the 
infirmary for reading in the refectory. 
Boase, p. 229, pI. 33b. Kauffmann, cat. no. 46, figs. 127 & 128. Mynors, cat. no. 68, 
pI. 42. A.J. Piper, 'The Libraries of the monks of Durham', Medieval Scribes, 
Manuscripts and Libraries: Essays presented to NR. Ker, eds. M.B. Parkes and A.G. 
Watson, London, 1978, p. 230, n. 46. 
Durham, Dean and Chapter Library, MS B.II.13 
Augustine, Enarrationes en Psalm os 51-100 
Durham Cathedral Priory or Normandy, ca. 1088 
HUMAN HEADS: foI. 30v, A, exposition on Psalm 56, one profile with red 
dot on cheek wearing a yellow hat and attached to upper ascender, looking 
into the end of the previous text; foI. 143v, I, exposition on Psalm 78, one 
frontal face with blue beard inside arabesque initial; fo1. 203v, E, exposition on 
Psalm 94, two profiles on terminals facing text, both with green collars; foI. 
215v, F, exposition on Psalm 98, two profiles with long green hair face each 
other in foliage at base of initial; fo1. 222v, P, exposition on Psalm 100, one 
profile with a yellow hat and an open mouth on base terminal facing the text. 
HUMAN FIGURES: fo1. 68, A, exposition on Psalm 64, man in green gown 
caught in foliage of the letter, looking upwards and pointing to foliage; foI. 
108, G, exposition on Psalm 70 ii, two men in foliage, upper in green gown 
hangs onto scroll and faces a bunch of fruit while lower man in a buff gown 
holds a sword; foI. 153v, P, exposition on Psalm 81, man in yellow tunic with 
red tights inside bowl, holding onto foliage and looking towards the text; foI. 
155, P, exposition on Psalm 82, man in identical clothes as above wraps his 
arms and legs around shaft and looks up; fo1. 169v, P, exposition on Psalm 86, 
man in green tunic with red legs clings to frame of bowl, looks over his 
shoulder away from the text; fo1. 214, C, exposition on Psalm 97, man in 
yellow tunic stands inside the left frame of the initial; foI. 222v, P, exposition 
on Psalm 100, man in green gown seated inside bowl with fingers raised in 
blessing. 
HUMAN HYBRID: foI. 184, P, exposition on Psalm 90, one profile head 
with a red and blue peaked cap attached to the back of a beast, looks towards 
text. 
There is debate concerning whether this manuscript was produced in Durham or in 
Normandy ca. 1088-91 when Bishop William of St. Carilefwas in exile. The third 
volume of the set is Durham, Dean and Chapter Library, MS B.II.14; it has a 
colophon stating that it was made during Carilef s exile in Normandy. It contains an 
initial painted with beast heads; the remainder are arabesque or minor initials. The 
artist ofMS B.II.l3 and MS B.II.14 has been identified as Robert Benjamin, the man 
kneeling below Bishop Carilefin the initial to the exposition on Psalm 70 (foI. 102). 
Bishop Carilef gave a three-volume set of Augustine's commentary on the Psalms to 
the priory in 1096; MS B.II.l3 and MS B.II.14 have been identified as the second and 
third volumes of this set. 
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A C. Browne, 'Bishop William of St. Carilef's Book Donations to Durham Cathedral 
Priory', Scriptorium, 42/2, 1988, pp. 140-55. M. Gullick, 'The Scribe of the Carilef 
Bible', Medieval Book Production: Assessing the Evidence, ed. L. L. Brownrigg, Los 
Altos Hills (CA), 1990, pp. 61-83. Mynors, cat. no. 31. Wormald (1945), pp. 128-31, 
pIs. IX a & b. 
Durham, Dean and Chapter Library MS B.II.16 Figs. 42-45 
Augustine, In evangelium Iohannis 
St. Augustine's Abbey, Canterbury and later Durham Cathedral Priory, late 
eleventh century 
HUMAN HEADS: fo1. 123, H, Tract 50, one bearded pink profile with open 
mouth on upper terminal, facing away from the text opening; fo1. 126v, P, 
Tract 52, one pink profile disgorging foliage of bowl on upper terminal. 
HUMAN FIGURES: fo1. 17, F, Tract 6, man in green and red tunic blowing 
on horn and standing in foliage while facing the text; fo1. 41 v, L, Tract 14, 
man in purple tunic with open mouth turned towards margin with beast biting 
his waist; fo1. 44v, N, Tract 15, man caught between two upright dogs, his 
hand is in one's mouth while the other bites his head; fo1. 47, P, Tract 16, man 
in orange tunic stands in shaft of letter with a dragon biting his calf He looks 
and points to end of Tract 15; fo1. 56v, V, Tract 20, naked man in centre, 
caught in foliage and turning away from text; fo1. 62v, N, Tract 22, man in 
orange tunic is left upright ofletter, holding a grey horn; fo1. 69, M, Tract 24, 
man in blue-green tunic is left shaft of letter, touching the chin of a blue mask 
in centre ofletter; fo1. 76v, V, Tract 27, man in right frame, pulls on his chin; 
fo1. 88, Q, Tract 34, half-length man with sword and shield fighting lion; fo1. 
127, P, Tract 53, man clinging to shaft and looking away from text while a 
beast bites his ankle; fo1. 170, A, Tract 104, man with club fighting lion who 
bites his waist; fo1. 175, D, Tract 175, man in left frame with beast tail in his 
mouth; fo1. 191v, N, Tract 124, man in orange tunic as crossbar ofletter, 
looking towards the text. 
HUMAN HYBRIDS: fo1. 8, G, Tract 3, pink profile with a large ear looking 
into text and attached to purple dragon body; fo1. 69, M, Tract 24, one blue 
mask with pink horns as centre clasp of the letter. 
According to Bishop, the script ofMS B.II.16 is consistent with several manuscripts 
from St. Augustine's Abbey and may have been written there. Bishop was able to find 
few parallels for the initial decoration ofMS B.II.16 at Canterbury or Durham. The 
fifty initials ofMS B.II.16 are painted in chalky pink, orange and green paint. 
Gameson compared the style ofMS B.II.16 to the late eleventh-century Caligula 
Troper (London, British Library, MS Cotton Caligula AXIV). While many of the 
initials contain beasts and men, only a few of them are related to the text. The initial 
to Tract 44 on folio 108v is one of these; it depicts Christ healing the man born blind, 
the subject of that sermon. The leaf-like hat worn by the head in the initial to Tract 52 
appears in a foliate initial of Canterbury, Cathedral Library, MS Lit A 8, folio 41 v, a 
St. Augustine's Abbey manuscript of ca. 1090. Mynors argued that MS B .11.16 was 
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given to the cathedral by Bishop Carilef in 1096, but this identification has been 
rejected since another copy of Augustine's sermons on John (Durham, Dean and 
Chapter Library, MS B.H.17) is in a Norman hand and can more readily be identified 
as the manuscript in Carilef s bequest. Durham did acquire several manuscripts from 
Canterbury in this period; MS B.II.16 may be one ofthese. 
T. A. M. Bishop, 'Canterbury Scribe's Work', Durham Philobiblon, 211, 1955, pp. 1-
3. A. C. Browne, 'Bishop William of St. Carilef s Book Donations to Durham 
Cathedral Priory', Scriptorium, 4212, 1988, pp. 140-55. ERA, cat. no. 3 for the 
Caligula Troper. Gameson (1995), pp. 126 & 139; 'English Manuscript Art in the 
mid-eleventh century', The Antiquaries Journal, 71, 1991, pp. 93-94, p. 113n.172 & 
fig. 25; (1999), no. 226. M. Gullick, 'The Scribe ofthe CarilefBible', Medieval Book 
Production: Assessing the Evidence, ed. L. L. Brownrigg, Los Altos Hills (CA), 
1990, p. 69, n.48. N.R. Ker, English Manuscripts in the Century after the Norman 
Conquest, Oxford, 1960, p. 30. Lawrence (1981), p. 98 & fig. 8.13; (1982), p.103. 
Mynors, cat. no. 35. 
Durham, Dean and Chapter Library, MS B.II.21 
Augustine, Epistolae 
Durham Cathedral Priory, before 1096 
Fig. 47 
HUMAN HEAD: fo1. 12, D, Epistle 137, bearded profile attached to foliage 
scroll and looking upwards. 
The opening initial on folio 12 is the only painted letter in the manuscript; the rest are 
minor or arabesque initials. On folio 81 v several grotesque faces with bulbous noses, 
tongues and curling hair are added in the margin. 
A. C. Browne, 'Bishop William of St. Carilefs Book Donations to Durham Cathedral 
Priory', Scriptorium, 4212,1988, pp. 140-55. Gameson (1999), no. 229. M. Gullick, 
'The Scribes of the Durham Cantor's Book', Anglo-Norman Durham 1093-1193, 
eds. D. Rollason, M. Harvey and M. Prestwich, Woodbridge, 1994, pp. 101-105. 
Lawrence (1981), pp. 95-103, fig. 8.4. Mynors, cat. no. 34. 
Durham, Dean and Chapter Library, MS B.II.22 
Augustine, de Civitate Dei 
Durham Cathedral Priory, before 1096 
Fig. 46 
HUMAN HEAD: fo1. 27v, G, Book 1, one bearded head with flame-like 
tongue and spiked hair on upper terminal, two three-quarter view heads in 
roundels attached to the frame. 
Lawrence has accounted for the presence of an initial painted in a Christ Church, 
Canterbury style in this manuscript which is written in a Durham hand, by 
demonstrating that in the late eleventh century, several Durham scribes were sent to 
Canterbury to copy exemplars. Presumably while the Durham scribe was in 
Canterbury, a Canterbury artist added the first and only painted initial in MS B.H.22. 
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A. C. Browne, 'Bishop William of St. Carilefs Book Donations to Durham Cathedral 
Priory', Scriptorium, 42/2, 1988, pp. 140-55. Gameson (1999), no. 230. M. Gullick, 
'The Scribes of the Durham Cantor's Book', Anglo-Norman Durham 1093-1193, 
eds. D. Rollason, M. Harvey and M. Prestwich, Woodbridge, 1994, p. 101. Lawrence 
(1981), pp. 95-103, fig. 8.18. Mynors, cat. no. 33. 
Durham, Dean and Chapter Library, MS B.II.26 
Augustine, de Trinitate 
Figs. 49-61 
Durham Cathedral Priory, ca. 1120-30 
HUMAN HEADS: fo1. 5v, L, Retraction, profile with a moustache in the 
mouth of golden beast head, looking away from text; fo1. 17, C, Book 2, two 
profiles on terminals, upper one is upside-down looking into the text while the 
lower one is right-side up, looking into the initial with an open mouth; fo1. 28, 
C, Book 3, frontal bearded head on its side between the mouths of two green 
dogs; fo1. 48, H, Book 5, two profiles nose to nose on base terminal, one 
moustached profile in bowl facing a beast mouth; fo1. 53v, E, Book 6, two 
moustached profiles with open mouths, entangled with beasts and biting them; 
fo1. 64, D, Book 8, one three-quarter view head on upper terminal and one 
profile on lower terminal, both looking at left column of text; fo1. 97, I, Book 
13, one three-quarter view head in roundel in centre of shaft. 
HUMAN FIGURES: fo1. 77, N, Book 10, man in profile with an arrow on his 
cheek wearing a red tunic and sitting on the back of bird in the centre of 
initial; fo1. 90, A, Book 12, man in tunic with a hat and a hybrid creature on 
his head, holding the tail of a beast in his hand. 
HUMAN HYBRIDS: fo1. 83, N, Book 11, two upright beasts with hooves, 
claws and human heads, one of them is bearded; fo1. 90, A, Book 12, one 
open-mouthed profile on a horse-like body that rests on the head of the 
standing man fo1. 108v, N, Book 14, one naked man with a horn on his 
forehead, pointing a spear into a beast. 
Kauffmann, cat. no. 28, fig. 65. Mynors, cat. no. 62, pI. 39. 
Durham, Dean and Chapter Library, MS B.IV.14 
Various authors, Lives of Saints 
Durham Cathedral Priory, ca. 1090-Ill ° 
Fig. 48 
HUMAN HEADS: fo1. 170, B, Life of Nicholas of Myra, two bearded profiles 
on frame in red and purple outline with red tongues, facing away from text. 
HUMAN HYBRIDS: fo1. 2v, G, Life of Gregory the Great, two centaurs with 
human heads and chests, hairy lower bodies on terminals: upper man points to 
text, lower man, with beard, wears a Phrygian cap and holds a shield and a 
horn; fo1. 170, S, preface to Life of Nicholas, two hybrids with human heads 
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on terminals, upper hybrid with a shield and a baton facing text, lower hybrid 
with a bow and an arrow facing the gutter. 
A. C. Browne, 'Bishop William of St. Carilef s Book Donations to Durham Cathedral 
Priory', Scriptorium, 42/2, 1988, pp. 140-55. Gameson (1999), no. 263. M. Gullick, 
'The Scribes of the Durham Cantor's Book', Anglo-Norman Durham 1093-1193, 
eds. D. Rollason, M. Harvey and M. Prestwich, Woodbridge, 1994, p. 101. Mynors, 
cat. no. 55, pI. 35. 
Glasgow, University Library, MS Hunter 4 (S.l.4) 
Flavius Josephus, Jewish Antiquities & Wars 
?Reading Abbey, ca. 1120-40 
HUMAN HEADS: fo1. 64, P, Book 7 of Jewish Antiquities, outlined but 
unfinished profile facing downward in foliage of bowl, lacking facial features; 
fo1. 98, C, Book 10 ofJewish Antiquities, two profiles in foliage of letter 
facing one another with grimacing expressions. 
HUMAN FIGURES: fo1. 64, P, Book 7 of Jewish Antiquities, man with thick 
hair clings to foliage of bowl with his legs crossed around it while pointing to 
the unfinished human head in the foliage above him; fo1. 156v, I, Book 16 of 
Jewish Antiquities, figure in a vair-lined cloak with flaming hair standing with 
crossed legs on a green beast, holding a green branch and blowing on a horn; 
fo1. 165, A, Book 17 of Jewish Antiquities, man in green tunic with red and 
blue domed hat cutting branches and placing them in a basket. 
HUMAN HYBRID: fo1. 165, A, Book 17 of Jewish Antiquities, beast with 
human body wearing a blue tunic and holding a green branch, looking at text. 
His head is green with a red eye, long neck, ears and goat-like beard. 
The initials in this manuscript are in varying stages of completion; many of the early 
initials are pencil sketches with pen outlines while the later ones are fully painted 
initials or arabesque letters. The main artist of the completed initials reappears in two 
Leominster manuscripts; his work may be visible in the I Chronicles initial of the 
Leominster Bible (Fig. 76). M. R. James suggested that the half-erased inscription on 
folio 1 reads de monasterio ... radingis. Rodney Thomson has assigned the 
manuscript to Hertford on the basis of a fourteenth-century press-mark, but he notes 
that its place of manufacture is unclear. 
Glasgow, cat. no. 10. St. Albans, pp. 38,40 & 136, n.10. Young, cat. pp 6-7. 
Glasgow University, MS Hunter 85 (T.4.2) 
Bede and other authors, Writings on the Calendar 
Durham Cathedral Priory, ca. 1125-50 
HUMAN HEAD: fo1. 35, D, preface to de Tempore Ratione, one profile in 
terminal flourish with foliage in his mouth and a 'q' on his cheek, looking 
away from Bede and the text opening. 
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Gameson (1999), nos. 301 & 302. Glasgow, cat. no. 9, fig. 7. M. Gullick, 'The 
Scribes of the Durham Cantor's Book', Anglo-Norman Durham 1093-1193, eds. D. 
Rollason, M. Harvey and M. Prestwich, Woodbridge, 1994, p. 101. Mynors, cat. no. 
71. Young, pp. 91-94. 
Glasgow, University Library, MS Hunter 438 (V.5.8) 
Bede, Expositio in Acta Apostlorum 
?Rochester Cathedral Priory, ca. 1130-40 
HUMAN HEAD: fo1. 80y, S, Preface by an unidentified author, a moustached 
frontal head in a medallion held between the mouths of two fish-like beasts. 
HUMAN FIGURES: fo1. 81y, P, Retraction, one man entangled in foliage of 
bowl, another man in the shaft, aiming his bow and arrow at a beast below the 
entangled man. A winged beast bites the shoe of the hunter. 
The style of the initials is related to that of Rochester manuscripts of the 1120s, 
especially the pen-outlined initials with foliage and humans in Cambridge, Trinity 
College, MS 0.4.7 and London, British Library, MS Royal 12.E.xx. The main initials 
in MS Hunter 438 are ink-outlined and set against purple grounds. The foliage is 
arranged in scrolls and blossoms typical of Canterbury and Rochester work. The 
initial on folio 73 is similar to the Apocalypse initial in the Rochester Bible with its 
biting beasts and the twisting, seemingly three-dimensional neck of the dragon (Fig. 
108). The human figures clambering in the letter shaft of the initial on folio 81y recall 
the figures ofthe Rochester medical tracts, MS Roya112.E.xx. The head in the initial 
on folio 80y is caught in the mouths of two fish-like creatures similar to those in 
Canterbury manuscripts such as Cambridge, Trinity College, MS B.3.9, folio 4 and 
London, British Library, MS Harley 624, folios 93y & 114y (Figs. 17, 23 & 24). 
Glasgow, cat. no. 11. Young, cat. pp. 360-61. 
Hereford, Cathedral Library, MS 0.8.3 
Gregory, Homiliarium in Evangelia 
Figs. 71-73 
Hereford Cathedral, ca. 1150 
HUMAN HEADS: fo1. 1, I, Preface, two profile heads in foliate capital at top 
of shaft, facing outwards; fo1. 11, Q, Homily 6, one horned profile with dot on 
his cheek attached to the tail of the letter and looking upwards at bowl; fo1. 
15, Q, Homily 8, one bearded head with four horns on tail ofletter with an 
open mouth, looking towards bowl; fo1. 21, C, Homily 11, two profiles in 
beast mouths on terminals facing text; fo1. 28y, A, Homily 14, one profile in 
beast mouth facing away from text opening; fo1. 62, M, Homily 25, one 
frontal female head held in mouth of a winged beast. 
HUMAN FIGURES: fo1. 52y, M, Homily 21, two men in orange and blue 
tunics grasp a blue pole between them, left man steps up into the initial 
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holding a club while other is seated with a pointing finger; fo1. 70v, C, Homily 
27, a man in white loincloth wrestles a bear inside the letter. 
HUMAN HYBRIDS: fo1. 23, S, Homily 12, a bearded human head on a 
chicken body; fo1. 40, I, Homily 40, one tonsured profile head attached to a 
fish, wearing a cowl and looking away from text opening. 
Hereford, cat. p. 54, pI. 5b, figs. 5b, 73b & c. 
Hereford, Cathedral Library, MS P.3.2 
Pauline Epistles & Canonicae 
Priory of Sts. Peter and Guthlac, Hereford, ca. 1140 
HUMAN HEADS: foi. 48, S, Life of St. Paul, one bearded head of a Christ-
like figure in upper bowl with two green outlined profiles on either terminal, 
facing outward. 
Hereford, cat. p. 81, fig. 68b . 
. Hereford, Cathedral Library, MS P.5.3 
Augustine, de Trinitate 
St. Mary's, Cirencester, ca. 1130-50 
Fig. 70 
HUMAN HEADS: fo1. 144, V, Book 15, one red-outlined profile in flourish 
of terminal looking away from text opening; fo1. 166, D, oratio s. augustini 
following Book 15, one bearded profile in upper terminal with open mouth 
and teeth looking away from text. 
Hereford, cat. pp. 96-97, fig. 69. 
Hereford, Cathedral Library, MS P.8.4 
Augustine, Epistolae 
Fig. 121 
Winchcombe Abbey, ca. 1140 
HUMAN HEAD: fo1. lv, D, Epistle 137, one profile with beard, beast ear and 
purple tinting inside folded leaf of lower shaft, looking up. 
Like many Winchcombe Abbey manuscripts, the first folio is severely damaged with 
flaking blue paint and discoloured vellum. The background of the opening and only 
painted initial in the manuscript is blue with green, purple, red and orange washes. 
The foliage is varied and tendrils of it extend beyond the letter. The jewelled collars of 
the letter are repeated in the initial to Psalm 1 in the Winchcombe Psalter and New 
Testament (Fig. 122). 




Hereford, Cathedral Library, MS P.9.5 
Augustine, In evangelium Iohannis 
Winchcombe Abbey, ca. 1120-30 
Fig. 119 
HUMAN HEAD: fo1. 2, I, Tract 1, one bearded profile with an open mouth 
and red shading in base terminal facing away from text. 
The initial on folio 2 is repeated in the Winchcombe Psalter and New Testament for 
the John initial where an eagle is seated on top of a foliate column and holds a scroll 
on which Iohannis is written (Dublin, Trinity College, MS 53, fo1. 55). The MS P.9.5 
initial suggests inspiration from Anglo-Saxon foliate frames such as those in the 
Winchcombe Psalter, Cambridge, University Library, MS Ff.1.23, a manuscript that 
appears to have influenced the decoration of several twelfth-century Winchcombe 
manuscripts. 
Gameson (1999), no. 322. Heimann (1965), p. 107. Hereford, cat. pp.123-24. E. 
Temple, Anglo-Saxon Manuscripts 900-1066, A Survey of Manuscripts Illuminated in 
the British Isles, ed. llG. Alexander, vol. 2, London, 1976, cat. no. 80 for CUL, MS 
Ff.l.23. 
Lincoln, Cathedral Library, MS 1 (A.1.2) 
Lincoln Bible (Vol. I: Genesis to Job) 
Lincoln Cathedral, ca. 1100-09 
Fig. 79 
HUMAN HEADS: fo1. 59v, H, Deuteronomy, a profile with a red dot on his 
cheek in base terminal looking away from text opening; fo1. 70v, T, Preface to 
Joshua, one profile with a large nose and sloping chin on left terminal of the 
crossbar, facing away from the text and the figures of Christ and Joshua; fo1. 
176, A, Daniel, one profile with red lips and an open mouth, upside-down in 
scrolling foliage ofletter; fo1. 183, V, Hosea, one profile with a red dot on his 
cheek and am open mouth, facing away from text opening. 
MS 1 is the oldest surviving English Romanesque Bible. Decorated with painted 
letters and one almost full-page historiated T to Jerome's prologue to the book of 
Joshua, the Bible is modestly decorated. A large profile head is drawn in the lower 
margin of folio 55; it appears to be a model for the grotesque heads appearing in the 
Deuteronomy and Joshua initials. The inscription Nicholaus canonicus et 
archdiaconus dedit hanc bibliothecam in duobus voluminibus sancte Marie Lincol 
appears on folio 1; the 1148 library catalogue of Chancellor Hamo is on folio 2 and is 
printed in Woolley. 
Cahn, cat. no. 32. R.G. Calkins, 'Pictorial Emphases in Early Biblical Manuscripts', 
The Bible in the Middle Ages: Its Influence on Literature and Art, ed. B.S. Levy, 
Medieval and Renaissance Texts and Studies, 89, Binghamton (NY), 1992, pp. 77-
102. Gameson (1999), no. 328. Kauffmann cat. no. 13, figs. 30 & 31. Lincoln, p. 3, 
colour frontispiece. R. M. Woolley, Catalogue of the Manuscripts of Lincoln 
Cathedral Chapter Libra/Y, London, 1927, pp. v-ix. 
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Lincoln, Cathedral Library, MS 90 (A.3.17) 
Augustine, de Verbis Domini et Apostoli 
Lincoln Cathedral, ca. 1110 
HUMAN HEADS: fo1. 67, F, Sermon 21, two profiles, one disgorging the 
upper crossbar, the other disgorging foliage in base terminal; fo1. 74v, A, 
Sermon 26, profile with red shading inside scrolling foliage, looking away 
from text opening; fo1. 93v, G, Sermon 37, profile with open mouth in foliage 
ofletter, facing away from opening; fo1. 107v, S, Sermon 44, profile with 
open mouth in foliage ofletter, facing text; fo1. 133, H, Sermon 54, profile 
with open mouth in centre of letter, facing text; fo1. 217v, A, Sermon 80, 
profile with red shading and open mouth facing away from text inside foliage 
of letter; fo1. 220v, H, Sermon 81, profile with open mouth facing away from 
text; fo1. 227v, B, Sermon 83, profile with open mouth and red cheek looks 
upwards. 
HUMAN FIGURES: fo1. 30, M, Sermon 11, kneeling man with an 
uncoloured tunic, pointing in both directions; fo1. 67, F, Sermon 21, man 
standing in centre of letter, pointing in both directions; fo1. 147v, C, Sermon 
61, man in blue gown with yellow dots standing in centre ofletter, holding 
onto frame with one hand, other hand clenched in a fist; fo1. 162v, A, Sermon 
66, man in red gown seated beside initial, pointing in both directions; fo1. 178, 
H, Sermon 70, man in yellow gown with red hose, holds an axe and points to 
text above; fo1. 185v, A, Sermon 72, kneeling man in green gown holds frame 
and turns to point at text; fo1. 192v, P, Sermon 75, kneeling man in yellow 
tunic within bowl; fo1. 199v, V, Sermon 77, man in long yellow gown holding 
a scroll and looking away from the text; fo1. 211v, A, Sermon 79, man in 
green tunic pointing both ways; fo1. 241, A, Sermon 88, kneeling man in 
yellow tunic with bow and arrow, pointing to text. 
The initials in this manuscript are the work of the Lincoln Bible artist, probably of a 
slightly later date due to the greater shading on their faces and the dots on the 
scrollwork. The sermons are numbered here as they appear in the manuscript; the 
modern compilation is given in Verbraken. 
Kauffmann, cat. no. 14, figs. 34-36. Lincoln, cat. pp. 64-65. P. Verbraken, 'La 
collection de Sermones de Saint Augustin «de verbis domini et apostoli»', Revue 
Benedictine, 77, 1967, pp. 27-46. 
Lincoln, Cathedral Library, MS 150 (B.I.16) 
Passional 
Leominster Priory, ca. 1140 
Figs. 77 & 78 
HUMAN HEADS: fo1. 2, E, Sts. Peter & Paul, one green bearded profile with 
red eye and receding hairline on upper terminal disgorging leaf; fo1. 37v, F, St. 
Arnulf of Tours, one crowned Janus head with green beard at upper terminal 
disgorging foliage and blue crossbar ofletter; fo1.133v, 0, St. Genesius of 
ArIes, one three-quarter view head with beard and moustache drawn into the 
bowl of the letter; fo1. 165v, I, Sts. Protus & Hyacinth, one profile with 
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foliage in mouth, facing down in base terminal; fol. 170v, T, Exaltatio S. 
Crucis, one frontal head with moustache, red tongue and green hair in roundel 
on shaft ofletter. 
HUMAN FIGURES: fol. 6, P, Simon Magus, a man in brightly coloured 
clothing ,face down in bowl holding foliage in his hand; fol. 13, T, Simon 
Magus, identical man in multi-coloured gown in mouth of beast, horizontal 
and forming crossbar; fol. 117v, S, St. Philibert, bust of a crowned Janus 
figure in upper portion of initial; fol. 151, C, Sts. Felix & Adauctus, man in 
tunic with shovel digging at the base of a tree; fol. 154v, V, St. Justus, man in 
tunic with stick and hoe weeding. 
Ker attributed MS 150 to Leominster Priory Church, a cell of Reading Abbey. He 
considered MS 150 to form a set with Gloucester, Cathedral Library, MS 1 and 
Lincoln, Cathedral Library, MS 149 since it fits exactly between them; these two 
volumes date to the thirteenth century. MS 150 opens with the martyrdom of Sts. 
Peter and Paul, an appropriate opening for the earliest volume of the set since 
Leominster Priory was dedicated to Peter and Paul. The decoration has similarities 
with a Bible tentatively attributed to Leominster (Oxford, Bodleian Library, MS 
Rawl. Q.b.5), the Reading Josephus (Glasgow, University Library, MS Hunter 4) and 
the sculpture of the west portal of Leominster Priory Church. The scalloped fronds 
and fragmented painting technique of the initial on folio 2 recall the work of a 
Reading artist also responsible for the I Chronicles initial of the Leominster Bible 
(Fig. 76) and the Reading Josephus (Glasgow, University Library, MS Hunter 4) The 
figural scenes of the initials in MS 150 appear to be copied from an illustrated 
calendar. The initials on folios 37v and 117v are decorated with crowned Janus heads 
(January), folio 121 with a scorpion (June), folio 151 with a man digging (March) and 
folio 154 with a man holding a hoe and a stick (June). Two figures cutting branches, 
related to the Labour scene for September, may be found in the II Samuel initial of 
the Bible (fo1. 112) and on a capital on the west portal of Leominster Church, helping 
to link these manuscripts to Leominster. MS 150 might be item number ten, a 
Passionalis, listed in the 1192 inventory of Leominster manuscripts. 
English Benedictine Libraries, Corpus of British Medieval Library Catalogues, vol. 4, 
ed. R. Sharpe et aI, London, 1996, B.75.10. B.R. Kemp, 'The monastic dean of 
Leominster', English Historical Review, 83, 1968, pp. 505-15. Medieval Libraries of 
Great Britain: A List of Surviving Books, eds. N. R. Ker and A. G. Watson, 
supplement, London, 1987, p. 44; N. R. Ker, Medieval Manuscripts in British 
Libraries, vol. 2, Oxford, 1977, pp. 934-39. Lincoln, cat. pp. 117-20. 
Lincoln, Cathedral Library, MS 155 (A.I.18) 
Augustine, Enarrationes en Psalmos I-50 
Lincoln Cathedral, before 1148 
Figs. 81-92 
HUMAN HEADS: fol. 7, T, exposition on Psalm 5, two profiles on ends of 
crossbar, left head with an open mouth looking upwards between text columns 
and right head with stem of foliage in his mouth; fol. 41, P, exposition on 
Psalm 23, two profiles facing one another in foliage of bowl and a third profile 
in base terminal looking up at text; fo1. 132, Q, exposition on Psalm 40, two 
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profiles addorsed in bracket-like leaves within bowl ofletter, each facing text; 
fo1. 152v, I, exposition on Psalm 45, one bald profile emerging from top of 
letter shaft and facing text. 
HUMAN FIGURES: fo1. 9, I, exposition on Psalm 6, naked man wrapped 
around top of the letter and looking into text; fo1. 28, D, exposition on Psalm 
14, bust of man inside bowl ofletter pointing at text opening and wearing a 
crown and a red and green cloak; fo1. 28, T, exposition on Psalm 15, man in 
red gown holding a blank scroll in his hands above his head; fo1. 32v, D, 
exposition on Psalm 18, man in green gown and round cap kneeling before 
text with open hands; fo1. 41, P, exposition on Psalm 22, naked man caught in 
foliage of bowl, looking away from the text; fo1. 46v, D, exposition on Psalm 
26 ii, naked man hanging horizontally in foliage while looking into text; fo1. 
55, I, exposition on Psalm 30, naked man standing in initial, pointing into the 
text with a long finger; fo1. 91v, A, exposition on Psalm 34 ii, man in trousers 
with an open mouth leaning against letter frame while looking into the text 
opening; fo1. 135v, 0, exposition on Psalm 41, naked man hanging 
horizontally in foliage while pointing into the text; fo1. 142, P, exposition on 
Psalm 43, naked man caught in foliage with open mouth set against blue 
ground, looking up; fo1. 158v, T, exposition on Psalm 47, naked man caught 
in foliage of initial, facing text; fo1. 166v, H, exposition on Psalm 48 ii, large 
bald man in brown tunic with green trousers leaning against letter with open 
mouth, looking away from text opening. 
HUMAN HYBRID: fo1. 43v, I, exposition on Psalm 26, siren with blonde 
hair, green tail holding a fish in one hand and pointing into the text with the 
other hand while looking away from the text. 
MS 155 is number twenty-five in Chancellor Hamo's catalogue of Lincoln Cathedral 
manuscripts, indicating a production in the 1140s. The initials ofMS 155 have many 
similarities with St. Albans manuscripts, notably Verdun, Bibliotheque Municipale, 
MS 70; London, British Library, MSS Royal 13.D.VI & VII; and Oxford, Bodleian 
Library, MS Bodley 752. The foliage and naked human figures in all ofthese 
manuscripts resemble those ofMS 155. The entangled figures ofMS 155 may also be 
related the jamb columns of the west facade of the Cathedral, sculpted in the 1140s. 
Kauffmann, cat. no. 61, figs. 163-165. Lincoln, cat. p. 123. R. M. Woolley, 
Catalogue of the Manuscripts of Lincoln Cathedral Chapter Library, Oxford, 1927, 
p. VI. 
Lincoln, Cathedral Library, MS 171 
Haimo of Halberstadt, In epistolas Pauli 
Lincoln Cathedral, before 1156 
HUMAN HEAD: fo1. 187v, P, Gloss on Philippians, one profile with open 
mouth in foliage of base terminal looking into text. 
Four initials with gold, brilliant colours and fantastic creatures survive in this 
manuscript; eight others have been excised. It is likely that this is one of the Lincoln 
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manuscripts damaged by nineteenth-century Lincoln choirboys who reportedly cut 
initials out of the cathedral manuscripts while putting their robes on in the library. 
Lincoln, cat. pp. 137-38, fig. 42d (mislabelled as fo1. 187). RW. Wieck, 'Folia 
Fugitiva: The Pursuit of the Illuminated Manuscript Leaf, The Journal qfthe Walters 
Art GallelY, 54, 1996, p. 236. 
London, British Library, MS Add. 15350 
Codex Wintonensis 
St. Swithun's, Winchester, ca. 1130-50 
HUMAN HEAD: fo1. 9, A, Althithronius totius ... , one green-outlined profile 
with cap and open mouth, emerging from frame to look into the gutter. 
The section of the cartulary containing the initial with a head is referred to as Codex 
Wintonensis II by Rumble; it consists of twelfth-century charters and material related 
to Bishop Henry of Blois' two attempts to gain metropolitan status for Winchester in 
1144-45 and in 1148-50. 
Boase, p. 175. Golden Age of Anglo-Saxon Art, cat. no. 172. K. Lowe, "As Fre as 
Thowt?': Some Medieval Copies and Translations of Old English Wills', English 
Manuscript Studies 1100-1700,4, 1993, pp. 3-10. A. R. Rumble, 'The Purposes of 
the Codex Wintonensis', Anglo-Norman Studies, 4, 1981, pp. 153-66. 
London, British Library, MS Cotton Claudius E.V 
Corpus of Canon Law 
Christ Church, Canterbury, ca. 1126 
HUMAN HEADS: fo1. 20, C, St. Clement, two bearded profiles with pointed 
noses in green leafy terminals facing text; fo1. 32v, A, St. Alexander, one 
bearded profile with red dot on cheek on lower terminal; fo1. 46v, C, two 
profiles in terminals facing text; fo1. 52, K, two profiles with hooked noses 
disgorging leaves on ends of shaft. 
HUMAN FIGURE: fo1. 17, B, St. Jerome, two men, one holding a pig and the 
other a lamb, stand facing the text opening; fo1. 25v, A, St. Benedict, man 
with knife being attacked by beasts; fo1. 28, A, St. Benedict, man with pointed 
ears wearing a feathered kilt and eating a bunch of grapes; fo1. 32v, A, St. 
Alexander, man in profile with a red cheek inside letter; fo1. 40, 0, man with 
shield and sword within the letter; fo1. 41 v, A, man in green tunic with sword 
spearing a white fish that spews blood; fo1. 49, V, man with basket of grapes 
hanging from his neck, turns to gather and eat grapes while an upright fox 
blows a horn on his right. 
HUMAN HYBRID: fo1. 25v, A, siren-like creature with a human head, arms 
and hands on a bird body with wings; fo1. 54, D, man with a serpentine lower 
body and a bell on his tail, holding a hatchet and blowing on a horn. 
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Dodwell (1954), pp. 65, 66 & 71-74, pis. 26b, 39d & e, 43e & fand 44b & f. ERA, 
cat. no. 41. Gameson (1999), no. 373. T. A. Heslop, "Dunstanus Archiepiscopus' 
and Painting in Kent around 1120', Burlington Magazine, 126, 1984, p. 200. 
Kauffmann, cat. no. 21, figs. 51 & 52. 
London, British Library, MS Cotton Nero C.VII 
Passional 
Christ Church, Canterbury, ca. 1110-40 
HUMAN HEADS: foI. 42v, F, St. Frontonius, two bearded profiles with open 
mouths in cowl-like terminals facing text; fo1. 46v, P, St. Alphege, one profile 
with open mouth in tail of beast at base of initial; foI. 58, B, one profile in 
frame of initial facing text. 
Three portions of the Christ Church Passional survive: London, British Library, MS 
Cotton Nero C.VIl; MS Harley 315; and MS Harley 624. While some of the initials 
are relevant to the saint's life and are a few are copied from the St. Augustine'S 
Abbey Passional (London, British Library, MS Arundel 91), many initials contain 
Gorgon heads and scenes of human and animal combat. 
Dodwell (1954), pp. 28, 65, 67, 72, 74, 75 & 79, pI. 38f. Kauffmann, cat. no. 22. 
London, British Library, MS Cotton Tiberius E.IV 
Bede, de Temporum Ratione, de Natura Rerum & de Temporihus 
Winchcombe Abbey, ca. 1120-30 
HUMAN HEAD: foI. 146, D, de Natura Rerum, one profile in green outline 
with beard and curly hair at upper terminal, facing away from text opening. 
H. Bober, 'An Illustrated Medieval School-Book of Be de's De Natura Rerum', The 
Journal of the Walters Art GallelY, 19-20, 1956-57, pp. 77-78. Gameson (1999), 
nos. 408 & 409. Heimann (1965), pp. 107-108. 
London, British Library, MS Harley 624 
Passional 
Christ Church, Canterbury, ca. 1120-30 
Figs. 23 & 24 
HUMAN HEADS: foI. 93v, 0, St. Ambrose, one bearded frontal head in 
acanthus leaf in centre of initial, flanked by two manticores; foI. 107v, T, St. 
Pancras of Rome, one frontal blue-bearded face with tonsure and red 
headband in centre of crossbar; foI. 112, P, Sts. Petronilla & Felicule, one 
frontal head with leaf-like ears in foliage of bowl; fo1. 114v, D, St. Maximus, 
one frontal face between the mouths of two dolphin-like beasts in frame of 
letter; foI. 115, B, St. Germanus, four frontal faces in upper frame ofletter, 
one profile face in foliage; foI. 120, R, St. Conon, one bearded profile with 
long pointed nose disgorging stem in bowl; foI. 132, T, St. Boniface, one 
frontal head emerging from two beasts and a lion mouth in centre of crossbar; 
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fo1. 141 v, T, Sts. Primus & Felican, one tricephalous head in centre of 
crossbar. 
HUMAN FIGURES: fo1. 103v, P, St. Domitillevius, man with a spear attacks 
beast at top ofletter; fo1. 108v, N, Sts. Hero & Achilles, two men in tunics 
holding a shield and a blue axe emerge from uprights of letter to fight beast in 
centre; fo1. 121, V, St. Odo, blue-bearded man holding a yellow ball and the 
reins of a captive hybrid creature; fo1. 137, Q, St. Elpheoi, man in tail ofletter 
holding foliage. 
HUMAN HYBRIDS: fo1. 93v, 0, St. Ambrose, two manticores biting 
serpents in bowl, left with tonsure, right with beard and pointed ears; fo1. 
106v, T, St. Gordiani, human body with orange beast head holding a red eel in 
a roundel on crossbar; fo1. 121, V, St. Odo, hybrid creature with green peaked 
hat, red body, furry belt, blue legs and chicken feet tied with rope, holding 
bells and basket and being led by man; fo1. 128v, F, St. Herasmi, an 
amphisbaena-a creature with a human torso, fish tail and beaked head, 
bearded, with a large ear and holding a serpent. 
Dodwell (1954), pIs. 17b & c, 29a, 37h, 40d & fand 45a. Gameson (1999), no. 433. 
Kahn (1991), fig. 115. Kauffmann, cat. no. 22, figs. 53 & 54. 
London, British Library, MS Harley 652 
Various authors, Homilies & saint's lives 
St. Augustine's Abbey, Canterbury, ca. 1090-1100 
HUMAN HEAD: fo1. 160, P, Homily on the Birth of Christ, one red-outlined 
profile in bowl with upright ears and a horn in his mouth. 
T. A. M. Bishop, 'Canterbury Scribe's Work', Durham Philobiblon, 2/1, 1955, p. 2. 
Gameson (1995), p. 126; (1999), no. 438. Lawrence (1982), pp. 101-11. 
London, British Library, MS Royal I.B.XI 
Gospels 
St. Augustine's Abbey, Canterbury, ca. 1140-50 
Fig. 33 
HUMAN HEADS: fo1. 2v, P, prologue to the Gospels, one bearded profile 
with horns and open mouth on upper terminal facing away from text opening; 
fo1. 6v, I, prologue to Matthew, one bearded profile upside-down in foliage at 
base of initial, disgorging stems. 
HUMAN FIGURES: fo1. 2v, P, prologue to the Gospels, two clothed men, 
one in bowl with sword entangled in foliage and fighting a beast that bites his 
chin while another man stands in the shaft, aiming a bow and arrow at the 
beast above him; fo1. 6v, I, prologue to Matthew, naked man with arm 
wrapped around frame, stands in shaft looking at text and pointing to his 
closed mouth. 
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HUMAN HYBRID: fo1. 6v, I, prologue to Matthew, creature with human 
body, hooves and head of an ox clings to frame while pointing to his bestial 
ears. 
Dodwell (1954), pI. 21b. H. Glunz, HistOlY of the Vulgate in England, Cambridge, 
1933, pp. 159-66. Kauffmann, cat no. 65, figs. 171 & 172. Royal and Kings 
Collections, vol. I, p. 12. 
London, British Library, MS Royal1.C.VII 
Rochester Bible (Vol. II: Joshua to Kings) 
Rochester Cathedral Priory, ca. 1122-24 
Figs. 98-100 
HUMAN HEADS: fo1. 2, P, capitula to Joshua, two profiles facing 
downwards in foliage of bowl; fo1. 55v, V, preface to the Books ofthe Kings, 
two profiles with open mouths facing downwards in foliage; fo1. 92, F, II 
Samuel, two profiles with open mouths in base terminal facing in both 
directions; fo1. 120v, E, I Kings, two profiles with open mouths facing text. 
HUMAN FIGURE: fo1. 154v, P, II Kings, man wearing yellow tunic blowing 
on pink horn and holding a red club while two dogs chase a hare in the shaft. 
Entirely the work of the 'Royal artist', MS Royal 1. C. VII was written and decorated 
in Rochester. Mary Richards has demonstrated that MS Royal I.C.VII is number 
thirty-three in the Textus Roffensis library list, suggesting that it was completed ca. 
1122-24. 
Cahn, cat. no. 33. ERA, cat. no. 24. Kauffmann, cat. no. 45, figs. 123-25. Richards 
(1981), pp. 59-67; Texts and Traditions in the Medieval Librmy of Rochester 
Cathedral Librmy, Transactions of the American Philosophical Society, 78/3, 1988. 
Royal and Kings Collections, vol. I, pp. 14-15. Textus Roffensis (Rochester, 
Cathedral Librmy, A.3.5), ed. P. Sawyer, Early English Manuscripts in Facsimile, 
vols. 7 & 11, Copenhagen, 1957 and 1962. 
London, British Library, MS RoyaIS.C.1 
Augustine, de Genesiam 
Rochester Cathedral Priory, ca. 1122-25 
HUMAN HEAD: fo1. 54, H, Book 5, one fleshy profile with open mouth facing 
upwards in foliage ofletter. 
Decorated by the 'Royal artist', the initials in this manuscript may be compared to his 
work in Cambridge, St. John's College, MS A8 and London, British Library, MS 
Royal I.C.VII. Two of his letter Es (fols. 25 & 36v) have a rounded shape like the 
Joshua initial of the Rochester Bible. The terminals of several other letters have 
triangular knobs like the initials in St. John's College MS A8. Ker identified the hand 
ofMS Royal 5.C.! with the scribe of the Textus Roffensis and Cambridge, Trinity 
College, MS 0.4.7. Although the manuscript is not listed in the Textus Roffensis 
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library list, it is contemporary with the Royal artist's work in Cambridge, Trinity 
College, MS 0.4.7; London, British Library, MS Royal 5.D.III; and MS RoyaI6.D.II, 
all of which are listed in the main part of the Textus Roffensis library list. Since MS 
Royal 5.C.I is a copy of Augustine and the folios of the Textus Roffensis listing the 
Augustine manuscripts are crowded, it is possible that MS Royal 5. C.I was left out of 
the catalogue or was still in production when the catalogue was compiled. 
N. R. Ker, English Manuscripts in the Century after the Norman Conquest, Oxford, 
1960, pp. 14-15 & 30-31. Royal and Kings Collections, vol. I, p.l05. Textus 
Roffensis (Rochester, Cathedral LibraJY, A.3.5), ed. P. Sawyer, Early English 
Manuscripts in Facsimile, vol. 11, Copenhagen, 1962. 
London, British Library, MS RoyaI5.C.VIII 
Augustine, Sermones 
Rochester Cathedral Priory, ca. 1122-25 
HUMAN HEAD: fo1. 3, E, Sermon 109, profile with red tinting and a green 
leaf in his mouth, attached to crossbar and looking into text. 
Like the above entry, MS Royal 5.C.VIII dates to the early 1120s but is not listed in 
the Textus Roffensis library list. MS Royal 5.C.VIII is decorated by the 'Walters 
artist'. Its foliage has his characteristic colouring technique using median white lines. 
The beasts with their triangular red tongues in the initial on folio 65, the block-like 
foliage forms and the frieze frames of the three decorated initials are typical of the 
work of this artist. 
Gameson (1999), no. 488. Royal and Kings Collections, vol. I, p. 110. 
London, British Library, MSS RoyaI5.D.1 & 5.D.I1 
Augustine, Enarrationes en Psalmos 51-100 & 101-150 
Rochester Cathedral Priory, ca. 1107-13 & 1115-24 
HUMAN HEAD: MS RoyaI5.D.II, fo1. 103v, B, exposition on Psalm 119, 
one profile with an open mouth facing downwards in foliage of upper bowl. 
HUMAN FIGURES: MS RoyaI5.D.I, fo1. 1, P, exposition on Psalm 51, two 
men in green and blue tunics, one holds a knife and cuts the nose of a beast 
while the other man grasps neck of a bird in foliage of bowl; MS Royal 5.D.II, 
fo1. 52, Q, exposition on Psalm 109, man in green tunic forms tail of letter 
with his arm and his leg holding onto the foliage; MS Royal 5.D.II, fo1. 70v, 
M, exposition on Psalm 118, sleeping man at the base of the letter appears to 
have a dream in which he grabs the hem of an ascending angel's garment; MS 
Royal 5.D.II, fo1. 197v, P, exposition on Psalm 143, a moustached man on a 
horse holding a sword, cuts a pink beast in the shaft in two; MS Royal, 5.D.II, 
fo1. 227v, M, exposition on Psalm 148, two men in blue and green tunics hit a 
boy with a stone and rescue him, all set against a black cross. 
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Boase, p. 62. Harris (1964), pp. 41-48, pI. IV (5). T. A. Heslop, 'Brief in Words but 
Heavy in the Weight of its Mysteries', Art Hist01Y, 9, 1986, pp. 3-5. Kauffmann, cat. 
no. 16, figs. 38 & 39. Royal and Kings Collections, vol. I, p. 110. 
London, British Library, MSS Royal 13.D. VI & 13.D. VII 
Flavius Josephus, Jewish Antiquities & Wars (Vols. I & II) 
St. Albans Abbey, ca. 1120-30 
HUMAN HEAD: VII foI.l6, I, Book 16 of Jewish Antiquities, one frontal 
head with leaf headdress on upper terminal. 
HUMAN FIGURES: VI foi. 1, H, prologue, naked man falling in foliage; VI 
foi. 47, H, Book 4 of Jewish Wars, naked man in foliage, looking away from 
text with a twisted neck; VI foi. 61v, M, Book 5 of Jewish Wars, two naked 
men addorsed in foliage and staring at two beast heads with long tongues. 
Kauffmann, cat. no. 32, figs. 88 & 89. Royal and King Collections, vol. II, pp. 110-
11. St. Albans, cat. nos. 36 & 37, figs. A, B, 34 & 38-44. St. Albans Psalter, p. 168. 
London, Lambeth Palace Library, MS 3 
Lambeth Bible (Vol. I: Genesis to Job) 
St. Augustine's Abbey, Canterbury, ca. 1150-60 
Figs. 35-40 
HUMAN HEADS: foi. 1, F, Frater Ambrosius preface, eight profiles with 
open mouths scattered throughout the foliage of the letter plus one white 
frontal mask with red cheeks below Jerome, two profiles disgorging stems of 
foliage and two heart-shaped frontal heads with eels in their mouths in the 
base terminal; foi. 4v, D, Desiderii mei preface, two profiles in foliage of 
terminal flourish with open mouths facing left and right; foi. 6v, I, Genesis, 
two profiles with open mouths in foliage and two profiles with stems in their 
mouths in lower terminal; foi. 67, L, Numbers, one profile with brown hair in 
centre of blossom facing away from the text; foi. 88, H, Deuteronomy, two 
profiles with open mouths attached to outer side of shaft, upper one with red 
hair facing downwards; fo1. 151, F, II Samuel, two profiles with open mouths 
in foliage of base terminal, one with ring on his head and in the mouth of a 
beast; foi. 182, C, II Kings, two profiles in leaf terminals facing text, three 
additional profiles in foliage blossoms of bowl, facing away from text. 
HUMAN FIGURES: foi. 1, F, Frater Ambrosius preface, naked man climbing 
in foliage of letter while looking behind him at the text with open mouth; foi. 
67, L, Numbers, man in pink tunic holding an axe over his head and preparing 
to decapitate a human-headed hybrid; foi. 301, A, prologue to Amos, naked 
man wrestling a lion; foi. 309, I, Haggai, naked man with beard and an 
instrument seated at base of letter, facing text; foi. 314, M, Malachi, 
unfinished initial with naked man straddling foliage at top ofletter. 
HUMAN HYBRIDS: foi. 1, F, Frater Ambrosius preface, centaur entangled 
in foliage and looking towards text with an open mouth; foi. 67, L, Numbers, 
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one brown winged beast with a bearded human head about to be chopped off 
by a man with an axe, one human body with a blue rabbit head astride a lion 
holding a shield against an imaginary foe, and one human body with a blue 
rabbit head playing an instrument; fol. 165, E, I Kings, one bearded profile 
with horns on crossbar facing text. 
The second volume of this Bible is Maidstone Museum (Kent), MS P.5. Although 
Dodwell argued that the Bible was a Christ Church product on the basis of its stylistic 
connections with Christ Church manuscripts, there was much artistic contact between 
the two Canterbury houses in the twelfth century. Dorothy Shepard has proposed that 
the Lambeth Bible is from St. Augustine's Abbey on the basis of its texts and 
prefaces. The main artist of the Lambeth Bible, a man dubbed the Lambeth Master, 
worked in Avesnes as well. There is a stylistic similarity between the decoration of the 
Bible and London, British Library, MS Royal I.B.xI, a mid-century Gospel book 
from St. Augustine's Abbey. In both manuscripts, lower terminals of letters such as P 
or F have trailing foliage tendrils that extend to the right of the terminal. These 
flourishes contain grotesque masks, entangled foliage, human heads and serpent-like 
creatures. In addition, horned and bearded human heads may be found attached to the 
terminals ofletters (MS Royal I.B.XI, fol. 2v and Lambeth Palace Library, MS 3, fol. 
165). 
RG. Calkins, 'Additional Lacunae in the Lambeth Bible', Gesta, 2812, 1989, pp. 127-
29; 'Pictorial Emphases in Early Biblical Manuscripts', The Bible in the Middle Ages: 
Its Influence on Literature and Art, ed. B.S. Levy, Medieval and Renaissance Texts 
and Studies, 89, Binghamton (NY), 1992, pp. 77-102. C. R Dodwell, The Great 
Lambeth Bible, London, 1959, colour frontispiece, figs. 29b & 41b; (1954), pIs. 31a, 
41b, 48a, 49b, 50a & c, 51a, 52a, 53a, 59a, 60a, 61b. Kauffmann, cat. no. 70. 
Lambeth Palace, part I, pp. 2-9. J. Riedmaier, Die "Lambeth Bibel", European 
University Studies, vol. 218, Frankfurt, 1994. D. Sheppard, The Lambeth Bible: A 
Textual and Iconographic Study, unpublished Ph.D. dissertation, Bryn Mawr College, 
1993. St. Albans, cat. no. 81, pp. 31-33, figs. 115 & 119. 
London, Lambeth Palace Library, MS 4 
Wingham Bible (Vol. II: Psalms to Epistles) 
St. Augustine's Abbey, Canterbury, ca. 1150 
Fig. 34 
HUMAN HEADS: fol. 3, B, Psalm 1, profile with dark brown hair and beard 
in foliage oflower bowl facing away from text; fol. 27, I, Preface to the 
Books of Solomon, a green-bearded man in three-quarter view and a profile 
head, both attached to the upper interlace terminal; fol. 62v, A, I Chronicles, 
two profiles in spoke-like blossom with open and closed mouths. 
Shepard has dubbed this volume the Wingham Bible since an inscription at the end of 
the volume attributes it to this church, a possession of Canterbury from the tenth 
century onward. Initially thought to be volume two of the Lambeth Bible, the text of 
MS 4 is almost identical to that of the Lambeth Bible, suggesting that they were 
written from the same exemplar. The decoration of Lambeth MS 4 is different from 
that of the Lambeth Bible; there are fewer initials and most are decorated or 
arabesque rather than historiated. The Psalm 1 initial with its dark colouring is 
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unusual; its colours and foliage forms may be compared to initials by the Leaping 
Figures Master of the Winchester Bible, particularly in the use of dark blue grounds 
and fruit clusters. The rounded faces attached to the Solomon preface initial are also 
similar to those on figures in the Exodus initial of the Winchester Bible by the Leaping 
Figures Master (Winchester, Cathedral Library, MS 17, foi. 21 v). The Solomon initial 
(foi. 27) has crisply outlined scrollwork suggestive of a metalwork origin, and 
Dodwell compared the I Chronicles initial to a ca. 1120 initial in MS Harley 624, the 
Christ Church Passional. 
Dodwell (1954), p. 51, pI. 29b. Lambeth Palace, part I, pp. 9-13.1. Riedmaier, Die 
"Lambeth Bibel", European University Studies, vol. 218, Frankfurt, 1994. D. M. 
Shepard, The Lambeth Bible: A Textual and Iconographic Study, unpublished Ph.D. 
dissertation, Bryn Mawr College, 1993. St. Albans, pp. 32-33. 
Maidstone Museum (Kent), MS P.5 
Lambeth Bible (Vol. II: Psalms to Epistles) 
St. Augustine's Abbey, Canterbury, ca. 1150-60 
Fig. 41 
HUMAN HEADS: foi. 26, E, Psalm 80, two profiles with open mouths 
attached to terminals facing text; foi. 237v, P, Acts ofthe Apostles, two large 
bearded profiles in foliate clusters of bowl and lower shaft, both face away 
from the text opening. 
RG. Calkins, 'Pictorial Emphases in Early Biblical Manuscripts', The Bible in the 
Middle Ages: Its Influence on Literature and Art, ed. B. S. Levy, Medieval and 
Renaissance Texts and Studies, 89, Binghamton (NY), 1992, pp. 77-102. Dodwell 
(1954), pIs. 24c, 29c & 40b; The Great Lambeth Bible, London, 1959. Kauffmann, 
cat. no. 70. S.W. Kershaw, 'On Manuscripts and Rare Books in the Maidstone 
Museum', Archaeologia Cantiana, vol. 11, London, 1877, pp. 189-98, pI. II. 1. 
Riedmaier, Die "Lambeth Bibel", European University Studies, vol. 218, Frankfurt, 
1994. D.M. Shepard, The Lambeth Bible: A Textual and Iconographic Study, 
unpublished Ph.D. dissertation, Bryn Mawr College, 1993. St. Albans, pp. 31-32. 
New York, Pierpont Morgan Library, MS M.736 
Life & Miracles of St. Edmund King and Martyr 
Figs. 11-12 
Bury St. Edmunds Abbey, ca. 1130 
HUMAN HEADS: p. 158 (foi. 78), A, Chapter 1 ofPassio, one profile in 
funnel-like leaf on terminal flourish facing downwards into text; p. 182 (foi. 
92v), D, Chapter 7 of Passio, one three-quarter view head with blue hair in 
mouth of beast as terminal ofletter. 
HUMAN FIGURES: p. 77, I, Miracles, man standing inside frame of initial 
wearing a tunic with a beast biting his head and a serpent biting his ankle; p. 
99, A, Miracles, man in tunic with a pointed hat, shield and sword battling a 
beast who bites his neck; p. 109, N, Miracles, two men in initial, upper man is 
naked with sword and fights a lion who attacks his shoulder, lower man in a 
tunic is seated on a serpent with his hand raised to his face; p.158, A, Chapter 
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1 of Passio, man in armour on horseback with shield and raised sword fighting 
a beast; p. 193, S, Office, naked man in lower half of initial with sword 
fighting beast. 
MS M.736 is most noted for its thirty-two full-page miniatures of the Life and 
Miracles of St. Edmund, painted in the style of the Alexis Master. Abou EI Haj and 
Hahn have demonstrated that there were political motivations behind the production 
and illumination of the libellus. The thirty-nine initials of the Passio of Abbo of Fleury 
and the Miracula are decorated by a different artist than the miniatures; seven of the 
initials are historiated with scenes from the Passion and Miracles of St. Edmund. 
Another seven initials are decorated with kings. Six initials have inhabited figures 
engaged in struggle with animals. One initial is excised from the manuscript. Judging 
from its textual location, it may have contained an image of St. Edmund. Several 
initials in MS M.736 resemble those of the Bury Bible and the Bury Gospels and New 
Testament, two contemporary manuscripts from Bury St. Edmunds Abbey. These 
initials employ bright blue, red and green paint and have plump foliage forms, beast 
heads and human heads in petunia-like blossoms. 
B. Abou EI-Haj, 'Bury St. Edmunds Abbey Between 1070 and 1124: A History of 
Property, Privilege and Monastic Art Production', Art History, 6, 1983, pp. 1-29. K. 
R. Bateman, 'Pembroke 120 and Morgan 736: A Reexamination of the St. Albans 
Bury St. Edmunds Manuscript Dilemma', Gesta, 1711, 1978, pp. 19-26; St. Albans: 
Its Ivmy and Manuscripts Workshops, Ph.D. thesis, University of Michigan, 1989. 
Gameson (1999), no. 606. Martyr', Gesta, 30/2, 1991, pp. 119-39. F. Hervey, 
Corolla Sancti Eadmundi: The Garland of Saint Edmund King and Martyr, London, 
1907. T.A. Helsop, 'The Production and Artistry of the Bury Bible', Bury St. 
Edmunds: Medieval Art, Architecture, Archaeology and Economy, British 
Archaeological Association Conference Transactions, 20, 1998, pp. 172-85. 
Kauffmann, cat. no. 34, fig. 90. McLachlan (1986), pp. 75-119. St. Albans, cat. no. 
80, pp. 25-26, figs. 77 & 78. St. Albans Psalter, p. 167. R. Thomson, 'The Date of 
the Bury Bible Reexamined', Viator, 6, 1975, pp. 51-58; 'Early Romanesque Book-
Illumination in England: The Dates of the Pierpont Morgan Vitae Sancti Edmundi and 
the Bury Bible', Viator, 2, 1971, pp. 211-25. T. Webber, 'The Provision of Books for 
Bury St Edmunds Abbey in the Eleventh and Twelfth Centuries', BUlY St. Edmunds: 
Medieval Art, Architecture, Archaeology and Economy, British Archaeological 
Association Conference Transactions, 20, 1998, pp. 186-93. 
Oxford, Balliol College, MS 6 
Augustine, In evangelium Iohannis 
England, ca. 1125-50 
HUMAN HEADS: fo1. 76v, L, Tract 14, profile with purple hair and red 
tinting, attached to crossbar and facing text; fo1. 195, L, Tract 46, profile 
with red tinting on terminal facing text; fo1. 221, P, Tract 53, profile with red 
hair cupped in bud-like blossom inside foliage of bowl; fo1. 233, N, Tract 60, 
three frontal heads attached to a stem inside foliage ofletter; fo1. 248v, M, 
Tract 73, two heads in rounded orange and red hoods inside foliage; fo1. 251v, 
P, Tract 75, head with red hair looking from foliage into text; fo1. 267, S, 
Tract 89, heads in rounded hoods, facing away from text opening; fo1. 268v, 
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A, Tract 90, profile with red hair and beard in terminal looking away from 
text; foi. 295, G, Tract 105, profile in red blossom, looking toward the text. 
HUMAN FIGURES: foi. 126v, H, Tract 25, naked man clutching base of 
letter, leg wrapped in foliage of bowl, he looks up at a hybrid; foi. 229, N, 
Tract 57, man with bare chest in green trousers stands in right frame and looks 
into initial while grasping foliage and eating grapes; foi. 246v, A, Tract 71, 
man in yellow tunic with red hair and open mouth, holding a spear which he 
points into beast mouth; foi. 250, A, Tract 74, naked man with grey hair and 
beard caught in foliage while a red beast bites his back; foi. 268v, A, Tract 90, 
man in yellow gown holds a knife which he thrusts into beast; foi. 292, Q, 
Tract 103, man in blue gown as tail ofletter, holding onto bowl; foi. 314v, Q, 
Tract 115, man with red hair in buff tunic as tail ofletter. 
HUMAN HYBRIDS: foi. 126v, H, Tract 25, bird with bearded human head 
inside foliage facing man; foi. 184, I, Tract 43, creature with legs and body of 
a dog and a human head with an open mouth and tongue faces rubrics. 
R. A. B. Mynors, Catalogue of the Manuscripts of Balliol College Oxford, Oxford, 
1963, p. 6. Oxford Libraries, cat. no. 37, fig. 37b. 
Oxford, Balliol College, MS 218 
Julianus Pomerius, Prognosticon 
?West country, ca 1150 
HUMAN HEADS: foi. 2, S, capitula, three profiles in foliage with open 
mouths, face downwards and towards text; foi. 4, S, Preface, five profiles in 
foliage, three of them face the text and have open mouths. 
The profile heads in this manuscript, though in a small scale, resemble those of the 
Entangled Figures Master. They are set into folded leaves and spurred fronds like his 
work in the Auct Bible. The paint colours, pink, purple, green and yellow, are heavily 
faded. The text has been marked for reading aloud, and the margins contain many 
annotations and corrections. Several comic drawings in pencil fill the lower margins: a 
beast (foi. 19), two men with large heads and stick bodies pulling the others' nose on 
a string (foi. 83v), two profile heads with long noses and open mouths, facing left 
(fo1. 85v-86). 
R. A. B. Mynors, Catalogue of the Manuscripts of Balliol College Oxford, Oxford, 
1963, p. 213. Oxford Libraries, cat. no. 49, fig. 49. 
Oxford, Bodleian Library, MS Auct. D.2.4 
Glossed Psalter 
West country, ca. 1140-50 
Fig. 123 
HUMAN HEADS: foi. 1, B, Psalm 1, one profile in foliate blossoms inside 
letter, facing text; foi. 79v, D, Psalm 109, two profiles, one in foliage of bowl 
and one in upper terminal flourish facing text. 
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HUMAN FIGURE: fo1. 1, B, Psalm 1, naked man with red hair entangled in 
foliage. 
A manuscript decorated by the Entangled Figures Master before his work on the Auct 
Bible, MS Auct. D.2.4 was given to Winchester ca. 1200 by Geoffrey Coridon. 
Oakeshott thought that it might have been given with a Boethius, MS Auct F.6.5. A 
mark in the calendar beside the year 1168 has often been used to date the manuscript, 
but the decoration of the manuscript may be ten to twenty years younger. The chalky 
paint and gold frame of the initial on folio 1 recalls the Jonah, Daniel and Hosea 
initials of the Auct Bible (Figs. 130-132). The initials ofMS Auct. D.2 4 are also 
closely related to the Entangled Figures Master's work in the Le Mans Pliny (Le 
Mans, Bibliotheque Municipale, MS 263). 
L. M. Ayres, 'The Work of the Morgan Master at Winchester and English Painting of 
the Early Gothic Period', The Art Bulletin, 56, 1974, p. 209. T. A. Heslop, 'Books 
for Use and Beauty', review of The Two Winchester Bibles by W. Oakeshott, Art 
HistOly, 5, 1982, pp. 124-28. Kauffmann, cat. no. 81, fig. 213. Oakeshott (1981), 
esp. pp. 100-102, 124-125 & 131-132, fig. 132; (1984), p. 230; 'St. Albans and 
Winchester Contributions to St. Hugh's Bible', Manuscripts at Oxford: Exhibition in 
MemOlY of R. W Hunt, eds. A.c. de la Mare and B.c. Barker-Benfield, Oxford, 
1980, pp. 33-37. Oxford Libraries, cat. no. 129. St. Albans, cat. no. 86, p. 34. 
Oxford, Bodleian Library, MS. Auct. D.2.IS 
Gospels 
Winchester, ca. 1150 
Figs. 125 & 126 
HUMAN HEAD: fo1. 26, I, Mark, one blue-bearded profile inside a pink leaf 
in the base terminal, facing away from text opening. 
HUMAN HYBRID: fo1. 2, L, Matthew, orange beast with long scrolling tail 
and claws, large neck and human head with dark hair and fleshy features, 
facing the text. 
MS Auct. D.2.15 is often attributed to the Apocrypha Drawings Master, one of the 
artists of the Winchester Bible who also worked at St. Albans on a copy of the 
Comedies of Terence (Oxford, Bodleian Library, MS Auct F.2.13). The strongest 
comparison with the Apocrypha Drawings Master involves the historiated initials to 
Luke in this manuscript (fo1. 42) and the Winchester Bible (Winchester, Cathedral 
Library, MS 17, fo1. 392). Further similarities may be found in their thick acanthus 
leaves with pink, orange and green paint and white highlights, as in the MS Auct. 
D.2.15 initials and the Ezra initial of the Apocrypha Drawings Master in the 
Winchester Bible (fo1. 342). Larry Ayres has argued, however, that the Bodleian 
Gospels were illuminated by an artist working in the St. Albans milieu and that the 
manuscript should be dated to the 1160s and 1170s. 
L. M. Ayres, 'The Role of an Angevin Style in English Romanesque Painting', 
Zeitschriftfiir Kunstgeschichte, 37,1974, pp. 217-21, figs. 37 & 38. Bodleian 
Library, cat. no. 131, fig. 131a. Kauffmann, cat. no. 80, fig. 214. Oakeshott (1981), 
209 
pp. 131-32. St. Albans, cat. no. 91, pp. 35-36, fig. 13l. St. Albans Psalter, p. 200 & 
pI. 72b. 
Oxford, Bodleian Library, MS Auct. E, infra 1 
Auct Bible 
?West country, ca. 1150-60 
Figs. 127-140 
HUMAN HEADS: fo1. 66, L, Numbers, one profile in foliate shaft of letter, 
facing a lion which forms the crossbar; fo1. 104, P, capitula to Joshua, one 
profile in foliage of bowl opposite a dog head; fo1. 192v, V, Isaiah, one profile 
in frame ofletter facing a bird head; fo1. 214v, E, Jonah, seven profiles in 
foliage ofletter and one tonsured profile on crossbar facing text; fo1. 264v, A, 
Daniel, one blue bearded head in lower terminal facing text and one profile 
inside foliage ofletter; fo1. 274v, V, Hosea, one profile inside letter facing 
text; fo1. 278v, V, Amos, two profiles face down in foliage with open mouths 
confronting two dog heads, the head of a king and a speaking man in roundels 
on frame; fo1. 282v, V, Micah, two bearded profiles in foliage of terminals 
facing outwards; fo1. 288, I, Zechariah, two profiles in a foliate 'capital' of 
upper terminal, left head with a gold leaf in his mouth; fo1. 292v, S, preface to 
the books of Job, one profile inside letter facing away from text; fo1. 292v, H, 
Old Latin translation of Job, two profiles in frame ofletter, one with beast ear 
and the other facing upwards with blue hair and pointing finger; fo1. 303, C 
preface to Job, two profiles in terminals facing text; fo1. 303v, D, capitula to 
Job, three profiles, one in terminal facing upwards and two in bowl facing 
each other; fo1. 304, V, Vulgate translation of Job, one profile facing upwards 
in terminal, one bearded head held in paws of dragon at bottom of initial 
facing text. 
HUMAN FIGURES: fo1. 6v, I, Genesis, elongated man in an orange tunic as 
caryatid forming the shaft of the letter, holding a roundel with Christ and 
standing on a church; fo1. 214, I, preface to Jeremiah, naked man entangled in 
foliage at top of letter, facing text opening; fo1. 214v, V, Jeremiah, man in 
pink gown caught in foliage of upper terminal, pointing to the text; fo1. 264v, 
A, Daniel, man in orange tunic holding an axe and a spear, striding through 
foliage and looking up at profile head and two fighting dragons; fo1. 281, V, 
Obadiah, man in orange tunic with an open mouth, caught in foliage scrolls 
with serpent biting his ankle; he turns to look behind him; fo1. 304, V, Vulgate 
translation of Job, naked man with red hair caught in foliage reaches to grasp 
feathered crown of human-headed dragon. 
HUMAN HYBRID: fo1. 304, V, Vulgate translation of Job, serpentine beast 
with human head, green beard, pointed animal ears and a feathered crown. 
There remains no satisfactory provenance for the Auct Bible; it was in Winchester in 
the 1170s and at Witham in the 1180s. It was probably begun outside Winchester 
since its texts had to be corrected to the Winchester use. The main artists of infra 1 
are the Entangled Figures Master and the Brilliant Pupil, two itinerant and 
professional artists whose work may be seen in west country manuscripts. Oakeshott 
argued that the Bible was begun at St. Albans Abbey due to connections with 
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Princeton, University Library, MS Garrrett 73 and the Simon Master's interest in 
unusual texts. The Bible shares textual oddities with a Bible associated with Taunton 
(New York, Pierpont Morgan Library, MS M.823) and decorated by the Brilliant 
Pupil. MS M.823 in turn has textual similarities with a Bible closely linked to Abbot 
Simon (Cambridge, Corpus Christi College, MS 48). Oakeshott noted a ring given by 
Henry of Blois to St. Albans Abbey as evidence of a connection and possible 
exchange between the two communities. The opening initial ofMS Garrett 73 
resembles the work of the Entangled Figures Master and has been cited as evidence of 
his work there. As the Princeton initial is significantly earlier than the Auct Bible, it 
may indicate that the Entangled Figures Master received his training at St. Albans but 
worked elsewhere. 
L.M. Ayres, 'The Work ofthe Morgan Master at Winchester and English Painting of 
the Early Gothic Period', The Art Bulletin, 56/2, 1974, pp. 207-23. Cahn, cat. no. 
35. T. A Heslop, 'Books for Use and Beauty', review of The Two Winchester Bibles 
by W. Oakeshott, Art HistOly, 5, 1982, pp. 124-28; The Cambridge Guide to the Arts 
in Britain, ed. B. Ford, vol. 2, The Middle Ages, Cambridge, 1988, pp. 161-62. 
Kauffmann, cat. no. 82, figs. 225-226 & 228. Oakeshott (1981), esp. pp. 99-112, fig. 
134a, 178, colour plates X & XI; (1984), p. 230; 'The Origin of the Auct Bible', 
Bodleian Librmy Record, 11/6, 1988, pp. 401-406; 'St. Albans and Winchester 
Contributions to St. Hugh's Bible', Manuscripts at Oxford: Exhibition in Memory of 
R. W Hunt, eds. AC. de la Mare and B.c. Barker-Benfield, Oxford, 1980, pp. 33-37. 
St. Albans, cat. no. 83, pp. 33-35, fig. 12l. 
Oxford, Bodleian Library, MS Auct. F.6.5 
Boethius de Consolatione Philosophiae 
Fig. 124 
West country, ca. 1130-40 
HUMAN HEAD: fo1. 7v, C, Book 1, profile in funnel-like leaf in frame of 
letter, facing away from text and the figure of Boethius. 
Bodleian Librmy, cat. no. 103. M. A Farley and F. Wormald, 'Three Related English 
Romanesque Manuscripts', The Art Bulletin, 22, 1940, pp. 157-6l. Kauffmann, cat. 
no. 49, figs. 137 & 138. Oakeshott (1981), pp. 124-25; 'St. Albans and Winchester 
Contributions to St. Hugh's Bible' , Manuscripts at Oxford: Exhibition in Memory of 
R. W Hunt, eds. AC. de la Mare and B.c. Barker-Benfield, Oxford, 1980, pp. 33-37. 
St. Albans, cat. no. 87, p. 34. 
Oxford, Bodleian Library, MS Barlow 26 
Glossed Pauline Epistles 
England, ca. 1150-75 
HUMAN HEAD: fol. 5, P, Romans, one bearded profile with a Phrygian cap 
disgorging the bowl of letter while Paul stands in the shaft below, offering a 
book to the head. 
Bodleian Librmy, cat. no 187, fig. 187. 
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Oxford, Bodleian Library, MS Bodley 86 
Aunbrose,llexalneron 
?Bury St. Edmunds Abbey, ca. 1140 
HUMAN HEAD: fo1. 1, T, Book 1, one profile in terminal flourish looking 
into bowl ofletter at scene of Aunbrose writing. 
The human head in the terminal of the initial on folio 1 recalls several profile heads in 
the Bury Gospels and New Testament with their short striped hair and rounded noses. 
Likewise, the biting beasts of the crossbar of the letter T are related to beasts in the 
initials of New York, Pierpont Morgan Library, MS M. 736, another manuscript 
whose initials are considered to reflect Bury St. Edmunds work. The minor initial on 
folio 37v has the suggestion ofa 'cream horn' motif, an arabesque form that appears 
in Bury initials. It is possible that MS Bodley 86 is the copy of Aunbrose's Hexalneron 
(no. 206) listed in the late twelfth-century library catalogue from Bury St. Edmunds. 
Ker lists MS Bodley 86 as belonging to Windsor in the sixteenth century, but he notes 
that it may have belonged earlier to a monastic house. 
Bodleian Library, cat. no. 113, fig. 113. English Benedictine Libraries, Corpus of 
British Medieval Library Catalogues, vol. 4, ed. R. Sharpe et aI, London, 1996, 
B.13.206. McLachlan (1986), p. 50. Medieval Libraries of Great Britain: A List of 
Surviving Books, ed. N. R. Ker, London, 1964, pp. 202-203. 
Oxford, Bodleian Library, MS Bodley 270a 
Augustine, Enarrationes en Psallnos 101-150 
Yorkshire, ca. 1150-75 
Figs. 156-164 
HUMAN HEADS: fo1. 70v, M, commentary on Psalm 118, two profiles with 
yellow hair and red faces, both look towards left text column; fo1. 72v, P, 
commentary on Psalm 118 iii, profile attached to upper shaft, looking away 
from text opening; fo1. 79, I, commentary on Psalm 118 xi, profile in brown 
ink attached to lower shaft and looks into left text column with serpent below; 
fo1. 102, B, commentary on Psalm 119, profile with blonde hair in foliage of 
upper bowl looking up at margin; fo1. 132, P, commentary on Psalm 128, two 
profiles in base flourish extending into lower margin looking up at text; fo1. 
137, I, commentary on Psalm 130, profile head at top of shaft looking left and 
frontal face with beard at bottom of shaft; fo1. 160v, T, commentary on Psalm 
137, two profiles attached to shaft, looking left, lower with brown hat and 
open mouth; fo1. 170v, I, commentary on Psalm 139, one profile in green bud 
with open mouth on upper terminal facing away from text; fo1. 174v, A, 
commentary on Psalm 140, one profile in centre of foliage with balled fruit in 
his mouth looking upwards. 
An offset on one of the boards ofMS Bodley 270a suggests that a fifteenth-century 
deed of the church of St. Mary of Whit kirk was once in the binding. A parish church 
in the West Riding of Yorkshire, Whitkirk appeared in the Doomsday Book and was 
associated with the Knights Templar at Temple Newsam in the thirteenth century. The 
presence of a clove-curl motifin one of the initials (fo1. 174v) suggests that MS 
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Bodley 270a is a Yorkshire manuscript influenced by Durham decoration, but it is 
difficult to determine to which house it belonged. 
Bodleian Libraty, cat. no. 172, fig. 172. N. R. Ker, English Manuscripts in the 
Centwy after the Norman Conquest, Oxford, 1960, p. 41. A. Lawrence, 'The Artistic 
Influence of Durham Manuscripts', Anglo-Norman Durham 1093-1193, eds. D. 
Rollason, M. Harvey and M. Prestwich, Woodbridge, 1994, pp. 451-69. F. Madan, 
Summaty Catalogue of Western Manuscripts in the Bodleian Library at Oxford, 
Oxford, 1922, vol. II, part I, cat. no. 1937. The Victoria Histories of the Counties of 
England, ed. W. Page, York, vol. 2, 1912, p. 245 & vol. 3, 1913, pp. 259-62. 
Oxford, Bodleian Library, MS Bodley 271 
Anselm, Works 
Christ Church, Canterbury, ca. 1120-30 
Fig. 22 
HUMAN HEADS: fo1. 50, I, de Casu Diaboli, one blue bearded frontal head 
in beast mouth at top of initial, one profile with open mouth in foliate tail of 
the beast, facing downwards. 
HUMAN FIGURES: fo1. 36, T, preface to de Veritate, man in green tunic 
with blue hair and beard stands on a yellow dog and holds a green and red 
beast on his shoulders, his hand on his hip; fo1. 127v, D, de Concordia, boy in 
yellow tunic with blue hair rides a bird that bites his face. 
Bodleian Libraty, cat. no. 86, fig. 86b. Dodwell (1954), pp. 22,39,41 & 73, pIs. 26c 
& 31b. Gameson (1999), no. 653. T.A. Heslop, "Dunstanus Archiepiscopus' and 
Painting in Kent around 1120', Burlington Magazine, 126, 1984, p. 200. Kauffmann, 
cat. no. 42, figs. 119-20. 
Oxford, Bodleian Library, MS Bodley 422 
Origen, Homilies 
England, ca. 1125-50 
HUMAN HEAD: fo1. 1, I, Homily 1, one frontal head with curling hair 
attached to right terminal, facing the text. 
Bodleian Library, cat. no. 110. 
Oxford, Bodleian Library, MS Bodley 752 
Ambrose, de Fide 
Fig. 109 
St. Albans Abbey, ca. 1125-50 
HUMAN HEADS: fo1. 30v, Q, Book 3, two profiles flanking a large frontal 
head in foliage of bowl; fo1. 65v, Q, Book 5, two frontal heads in bracket-like 
leaves within bowl. 
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Gameson (1999), no. 687. St. Albans, cat. no. 44, pp. 23-24, figs. 35-36,45-47 & 92. 
St. Albans Psalter, p. 168. 
Oxford, Bodleian Library, MS Douce 368 
Bede, Historia ecclesiastica 
Winchcombe Abbey, ca. 1140 
Fig. 120 
HUMAN HEAD: fo1. 80, D, Life of St. Kenelm, one rounded profile with red 
tinting hanging from leaf outside the frame, looking into text. 
Bodleian Librmy, cat. no. 104. Heimann (1965), pp. 86-109, pI. 18c. 
Oxford, Bodleian Library, MS Fairfax 12 
Bede, Historia ecclesiastica 
Selby, ca. 1110-30 
HUMAN HEAD: fo1. 4, G, Book 1, one bearded profile with curling tongue 
on upper terminal facing text. 
Bodleian Library, cat. no. 73. Gameson (1999), no. 723. 
Oxford, Bodleian Library, MS Laud. Misc. 742 
Leges Longobardorun1 
Bury St. Edmunds Abbey, ca. 1150 
HUMAN HEAD: p. 32, I, Laws concerning homicide, one red outlined profile 
with flaming buff-coloured hair and a serpent in his mouth, on lower terminal 
facing text. 
McLachlan (1986), p. 263 
Oxford, Bodleian Library, MS Rawl. Q.b.S 
Bible (Vol. I: Genesis to II Chronicles) 
?Leominster Priory, ca. 1140-50 
Figs. 74-76 
HUMAN HEADS: fo1. 4, I, Genesis, four frontal heads with beards in the 
shaft; fo1. 48v, L, Numbers, three frontal heads in compartments inside shaft: a 
Christ-like figure, a woman and a man; fo1. 86, P, Judges, three frontal heads 
hanging from leaves in centre of bowl; fo1. 170, 0, Ecclesiasticus, two profiles 
addorsed within bowl and looking outwards; fo1. 187v, A, I Chronicles, one 
three-quarter view bearded head on upright facing text above initial. 
HUMAN FIGURES: fo1. 86, P, Judges, woman with long hair in buff gown 
holding a sword and a shield while standing in foliate scroll at the top of the 
initial fighting a basilisk-like dragon; fo1. 112, F, II Samuel, two women in 
buff tunics with knives cutting leaves. 
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Pacht and Alexander suggested that MS Rawl. Q.b.5 might be from Worcester since 
leaves in its sixteenth-century binding are related to others in a Worcester Cathedral 
manuscript. Due to the appearance of several west country artists in the initials ofMS 
Raw1. Q.b.5, Worcester is a plausible origin. However, the manuscript may be 
attributed to another west country house, Leominster Priory Church. A cell of 
Reading Abbey from its 1121-23 endowment on Reading by King Henry I, 
Leominster was administered from Reading as a monastic grange or a daughter house. 
Thus, it is not be surprising to see a Reading artist at work in this Bible. His work in 
the I Chronicles initial and in the Leominster Passional parallels that in the Reading 
Josephus (Glasgow, University Library, MS Hunter 4). The other artists of the 
Leominster Bible are associated with west country manuscripts, suggesting that the 
manuscript was produced at or near Leominster. The unusual medallion heads ofthe 
Genesis initial (fo1. 4) have strong colouring and triangular marks on their cheeks and 
are the work of the artist of Hereford, Cathedral Library, MS P.4.3, a glossed Minor 
Prophets from Hereford. An artist working in a style similar to that of the Entangled 
Figures Master and a west country Boethius (Cambridge, University Library, MS 
Dd.6.6) appears in other initials of the Bible. The II Samuel initial of the Bible (fo1. 
112) depicts two women cutting leaves, a harvesting scene related to the Labour for 
the month of September. A capital on the western portal of Leominster Priory Church 
also has harvesting figures cutting foliage with knives, and the Leominster Passional 
initials are decorated with other Labours of the Months scenes. Hillaby has suggested 
that the Priory Church had a series of capitals depicting the Labours of the Month in 
the early twelfth century. 
Bodleian Librwy, cat. no. 179. Cahn, cat. no. 37. Hereford, pp. 90-91 for Hereford, 
Cathedral Library, MS PA.3. J. Hillaby, The Sculpted Capitals of Leominster PriOlY, 
Leominster, 1993. B.R. Kemp, 'The monastic dean at Leominster', English 
Historical Review, 83, 1968, pp. 505-15. 
Oxford, Corpus Christi College, MS 31 
Hilary, de Trinitate 
?Abbey ofSt. Saviour, Faversham, ca. 1150-1175 
HUMAN HEADS: fo1. 1, C, Book 1, two bearded profiles in cowl-like 
terminals facing text. 
Medieval Libraries of Great Britain: A List of Surviving Books, ed. N. R. Ker, 2nd 
ed., London, 1964 p. 87. Oxford Libraries, cat. no. 75. 
Oxford, St. John's College, MS 20 
Haimo of Halberstadt, Commentarium in Isaiam 
Priory of St. Andrew, Northampton, ca. 1140 
HUMAN HEAD: fo1. 1, V, Book 1, one profile in terminal looking at Isaiah. 
Oxford Libraries, cat. no. 24. 
Oxford, University College, MS 87 
Augustine, Contra Faustum 
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England, ca. 1120-40 
HUMAN HEAD: fo1. 1, F, Book 1, one profile with feathered headdress 
attached to crossbar, facing text. 
Oxford Libraries, cat. no. 12. 
Princeton, University Library, MS Garrett 73 
Haimo of Halberstadt, Commentarium in Isaiam 
Fig. 110 
St. Albans Abbey, ca. 1120-30 
HUMAN HEADS: fo1. 1, Y, prologue, two profiles in foliate flourish at top of 
initial, facing a winged beast that disgorges foliate stem of initial. 
Two artists completed the decoration ofMS Garrett 73; a follower of the Alexis 
Master is responsible for the initials to Books One and Two. The opening initial to 
Haimo's prologue, in another hand with a crisper outline and washes of green and 
blue, is frequently compared to the Numbers initial of the Auct Bible (Fig. 127). The 
Princeton initial may represent an early stage in the career of the Entangled Figures 
Master. 
L.M. Ayres, 'The Role of an Angevin Style in English Romanesque Painting', 
Zeitschriftfiir Kunstgeschichte, 37, 1974, pp. 215-16. Illuminated Books of the 
Middle Ages and Renaissance, ed. D. Miner, Baltimore Museum of Art and the 
Walters Art Gallery, exhibition catalogue, Baltimore, 1949, cat. no. 20. St. Albans, 
cat. no. 65, pp. 23-25, 33-35 & 49, figs. 59-60 & 120. St. Albans Psalter, pp. 168-69. 
Oakeshott (1981), pp. 124-25. 
Winchester, Cathedral Library, MS 17 
Winchester Bible 
St. Swithun's, Winchester, ca. 1160-1180 
Figs. 141-155 
HUMAN HEADS: fo1. 69, E, Joshua, one flesh-coloured tonsured profile on 
crossbar and two blue bearded profiles on upper and lower terminals, all three 
look towards the rubrics; fo1. 88, F, I Samuel, one blue three-quarter view 
head with red hat in base terminal with a blue finger pointing towards text; fo1. 
120v, P, II Kings, one red bearded profile in upper terminal with grey spirals 
about face, looking away from text and two profiles in base terminal, one blue 
and one flesh coloured, both looking towards text; fo1. 148, V, Jeremiah, one 
bearded profile with green leaf hat and open mouth on upper terminal facing 
text opening, fo1. 197v, N, prologue to Minor Prophets, one blue profile 
looking down on a scene of a blue man being pulled between a beast and a 
rescuer; fo1. 200v, V, Joel, one bald profile in terminal flourish above prophet; 
fo1. 209v, S, prologue to Haggai, two bearded three-quarter view heads on 
upper and lower terminals tormented by men with spears: upper face is red, 
lower face is blue with a tonsure; fo1. 210v, Z, prologue to Zechariah, one 
bearded and tonsured blue profile in terminal facing away from text opening; 
fo1. 268, V, Ecclesiastes, one bearded three-quarter view head attached to 
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upper terminal above the seated Ecclesiastes; fo1. 373v, L, Matthew, one 
profile in foliage of crossbar, facing a bear; fo1. 392, Q, Luke, one profile in 
tail of the letter, facing downwards; fo1. 407, I, John, one bearded three-
quarter view face attached to base terminal, looking away from text; fo1. 427v, 
P, I Peter, one profile in foliate flourish at base of initial facing into text; fo1. 
434, S, II John, two bearded three-quarter view heads on terminals and two 
profiles in foliage ofletter; fo1. 434, S, III John, one profile in upper terminal 
ofletter looking at II John initial; fo1. 456v, P, I Timothy, one bearded three-
quarter view head in flourish at base terminal, looking away from text. 
HUMAN FIGURES: fo1. 193, B, Daniel, chapter 5, two men in tunics cling to 
left frame ofletter to escape biting beasts in the bowls of the letter; fo1. 197v, 
N, prologue to Minor Prophets, three men in centre of initial, one in blue fur 
sits in foliage with hand behind his head and looks into the centre of the initial 
where a blue-skinned man in a pink gown is pulled sideways between a blue 
dragon which bites his head and a man in a green tunic with a hood who pulls 
his leg; fo1. 209v, S, prologue to Haggai, two red and two blue skinned naked 
men point to each other and to the bearded heads on the terminals, one man 
has a hat and a spear; fo1. 342, I, Ezra, four naked men with dark hair, two 
with a sword and an axe and two with fingers pointing to upper men and text, 
all caught in foliage frame ofletter; fo1. 373, L, Matthew, half-length man 
wearing a peaked cap emerges from a foliate leaf and grabs a foliate stem; fo1. 
435, P, prologue to Pauline Epistles, man in uncoloured gown caught in 
foliage of bowl, looks away from text; fo1. 459, P, Philemon, man in 
uncoloured gown with curly hair caught in foliage of bowl, looks towards 
text. 
HUMAN HYBRIDS: fo1. 197v, N, prologue to Minor Prophets, a blue 
centaur with a pink beast body holds a bossed shield and a lance with pennon 
in lower left shaft and looks towards a tormented blue man in centre; fo1. 373, 
L, Matthew, a large manticore with an open mouth and a scrolling tail wears a 
peaked cap. 
L. M. Ayres, 'Collaborative Enterprise in Romanesque Manuscript Illumination and 
the Artists of the Winchester Bible', Medieval Art and Architecture at Winchester 
Cathedral, British Archaeological Association Conference Transactions, 6, 1983, pp. 
20-27; 'The Role of an Angevin Style in English Romanesque Painting', Zeitschrift 
fur Kunstgeschichte, 37,1974, pp. 193-223; 'The Work of the Morgan Master at 
Winchester and English Painting of the Early Gothic Period', The Art Bulletin, 5612, 
1974, pp. 207-23. R. G. Calkins, 'Pictorial Emphases in Early Biblical Manuscripts', 
The Bible in the Middle Ages: Its Influence on Literature and Art, ed. B.S. Levy, 
Medieval and Renaissance Texts and Studies, 89, Binghamton (NY), 1992, pp. 77-
102. Donovan (1993). T. A. Heslop, 'Books for Use and Beauty', review of The Two 
Winchester Bibles by W. Oakeshott, Art Hist01Y, 5, 1982, pp. 124-28. Kauffmann, 
cat. no. 83, figs. 229-239 and text figs. 26,34 & 38. Oakeshott, (1981), figs. 39, 55, 
114, 115a, 119, 127 a & c, 147 and colour plate VIII; 'The Origin of the Auct Bible', 
Bodleian LibraJY Record, 11/6, 1988, pp. 401-406; est. Albans and Winchester 
Contributions to St. Hugh's Bible', Manuscripts at Oxford: Exhibition in Mem01Y of 
R. W. Hunt, eds. A.c. de la Mare and B.C. Barker-Benfield, Oxford, 1980, pp. 33-37. 
St. Albans, cat. no. 89, pp. 33-36 & 61, figs. 128-129 & 226. 
217 
~. \ 'Y\.~ ({\ . < 'It '<ht'1'IUd -tM "lin". " ~ II""~fr\ .}'P; ~rftl{H:. ~ 
.
IIIIIr (J ~A"'IJ.···t"~-"" l·' "' ~ '"'.~":'""~~ _\." 
'iJ'a.Rnt" t;1' '~P/#.. <.¥-~":~."'lP If/Ii"'" _) 
1. Initial to Frater Ambrosius preface, Bury Bible. Cambridge, Corpus Christi 
College, MS 2, fol. 1 v. 
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2, Initial to Desiderii mei preface, Bury Bible. Cambridge, Corpus 
Christi College, MS 2, fo1. 5v_ 
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Imll ll,: III 1II Illltll llf I\: rillh) ~ Olll l ~ 
qm fll lPII\ rll lll III (0 111\H Ilm~r~ 
II hlil l (11.) 1\ 1. I\: 111 (( \1 11:\(( \ ,)Ill.l:C{C 
prcc'IlIo uhl (11l1 foll MC I\: rOo ro 
ll lll\u f. ~O\1 111I.'T lI cn I\: 110 11 [\1111' 
n .f\1I01Ih\ 111 \H ll lll ell 110Illllll l!> ' 
l): 'lUllS 11l011l 111 b l l\(\ Llll r Ulll~ ' p 
I l\.WPII t1110ftIC t \:trm5! . pnmlv,b, popllll (\J{(ll f !li)1l net plllCllll11l1 cllIlTtlllllll .l\: l111P,1\l poplll o ')( c!lnrt -Prq'uliHt llOU (\ ()on" ' 'l l)) 1'01\ (\\(111 (mlli Cl'I)ll ftbl 
lIr\oII I'111~n . i.\: \ll . ~ ·I\~l11f.()~_ pom .\ 
lIc llli;)1l1 (1 (1111 g \lI) clllf l \~ IIr liiHllr 
yr POS' l mO It' J'tl O)OVhl dhl ULi.1{\I 11Clln l rq ll oq'l\:~'1(llO f 
f(l'lll CII ·I · I . l llq ll rrd ~ · ( ll if l \[lli)fll{, rl l\: lhll lll lt t \TIUIII nh)I)Mf( uII -(\)( 
l lll \l111l1ll Illllllllru II I IlIOY n . I\' (\ tr.r Ill nn (l{( fcnllOlllf q\l C pr}cqm ."00 
rn n .OJoY ftfrmllif liiflllDlllillf Illoy frf f,llll1lll1fdlil dlcmf i) ilrcts 
dl' -furor' ,\, (l"Q llfi 101( \(111('11 dltllll . ,,'i- '(\((Iln lo!; rtq lll(lll I\: ollll1 f l JCllll . 
I " . " . r . 
3_ Initial to Joshua, Bury Bible_ Cambridge, Corpus Christi College, 
MS 2, fo1. 115v. 
4. Initial to Judges, Bury Bible. 
Cambridge, Corpus Christi College, 
MS 2, fol. 129v. 
5. Initial to I Samuel, Bury Bible. 
Cambridge, Corpus Christi College, 
MS 2, fol. 148. 
6. Initial to II Samuel, Bury Bible. 
Cambridge, Corpus Christi College, 
MS 2, fol. 167v. 
7. Initial to I Kings, Bury Bible. Cambridge, 
Corpus Christi College, MS 2, fo1. 183. 
8. Initial to II Kings, Bury Bible. Cambridge, 
Corpus Christi College, MS 2, fo1. 201 v. 
t:1n~tQlfl··rw.; 
1II_~ttba1 baroth 
lCt"\l~ . F"t'b~. t\t: oumon( 
.1' f.1Q1fiaoF 
HJ..B~~ho DO 1:t 050 
9. Initial to Baruch, Bury Bible. Cambridge, Corpus 
Christi College, MS 2, fol. 275. 
10. Initial to Jonah, Bury Bible. Cambridge, Corpus 




11. Initial to opening of Abbo's Passio, Life and 
Miracles of S1. Edmund. New York, Pierpont 
Morgan Library, M.736, fol. 78. 
12. Initial to Chapter 7 of Abbo's Passio, Life and 
Miracles of S1. Edmund. New York, Pierpont 










~~ .. ~'" .f"_ .... M .... ...,. ... f..4" ... , ... -t;:. fittttdotl--
um lttlfrtagmr.fr.dttt rornanltnna. 
conumradfidmtxPt;~Utn 
Itt ttaba rCvfiv:'o6mdmftnf,U qmd~ 
~fuD ~cm;'tf~o:rramlnt " 




~1flnllOmau1Jdtannunmln5el .mutIinu·-1'!I1Iqn~cartJi ~ it&un·;~;~auV40lllm1~ utrbu , 
'dtutnfUOQ(~mnm.tnmo cu" I 
~prdtranontf ofttturoo:'m 
" • ,'~J ,':'" '''ri' ,qU1ftJ,.~tat'tlJan Inmum rar- ~ 
13. Initial to prologue to Mark, Bury Gospels. 
Cambridge, Pembroke College, MS 120, fol. 31 v. 
[fIt tnItlttf m:; 
',ltn{'Ontt1tt5 
[i ad 1.",""..uLt'fI 
&tKfattm. 

















€f~l' Lt c 1 V 1-1 i' C A l't~\'LA ; 
.: "ft C 1 V t ,,: L I ~ l? it .J. c 
,rlV ~ V ,,- s~o 
tORV>-G 
, 
iI ...... '.r._ 
14. Initial to Acts, Bury Gospels. Cambridge, 
P~mhroke ro11eve. MS 120. fol. 88. 
II 
15. Initial to Philippians, Bury Gospels. Cambridge, 
Pembroke College, MS 120, fo1. 153. 
16. Initial to prologue to Apocalypse, Bury Gospels. 





-tttOd O rm 
cat~un dtihnttfonc ~1ltt I 
d , 
, fO 
17. Initial to prologue, Ambrose on Luke. 
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19. Initial to Chapter 29, Commentary on I Samuel, 
Angelomus of Luxeuil. Cambridge, Trinity College, 
MS B,3.13 , fol. 52. 
ql1M ,.n1 'Ct~rc-tlH11 \,jjt . (fCIf1Qc fc 
'1\ 1~' f~lIlPlrrt11t1·111rJ.'111. !.fC'~I\( 'ftt rr 1m'1 r, cI< l' oHt' 1\n\\' l\'mlil.c! d 
[1:11111;,\ qrl~l:i " f(\Wtd ~fct~lp\10. 
trft WbW-01t~ 
'-p,Ofu\'tt' O dn 
~m;: qUi\ 110blf 
.-'" ~ -' '~<1'1: S£CLil, ,1- ~ 
mu.tdS.cUlI el,,, 
""S -' ~ Utl1'i Ctll 
~l1mct,\blLa.q6) 
; ·tllt fpl.1il u buS 
v:-~ alliW'l'l\lf 
~~~VTTVl1\ 
· - t11J.11f ikm 
111 itth tl11l1 
fovi)nl1 Of 
~' -:- 1!10 !m:~ 
· . tm.~.tlO 
'\..... ,..... " ~.-~,~-',--, ., ell-C! hfh 
- ' , I ' I .;/~-\.. chn.llil. fl li 
ttt~)itn'. flIt, hdl11.fth, 
b; l' 0 ttev:0C(W' 
dcfa,w\'lu\n a~ .• l=!lfl 
.-'-' (.' 
:\, ~ ~u.Cl.t:ta/ _ --: 
· ., 
\i:tll.fthJ fUl'l,' ~l)1·,nt. 
{)~Hl:(l1~.l' 1!W'. , 
1n\'lla .11t11110 m'Yfi1'J? 
~1J1VpOtret-Ultt. (r. 
~. l' i\.u.cAt iil.ffi t1 / 
1t t: '.} .) {~~o 1\1t1 111lt1 :1'!:r. 
PH \t\ i1111 Cll\il .. l ~),llin:tf 
18. Initial to Chapter 1, Commentary on I Samuel, 
Angelomus of Luxeuil.Cambridge, Trinity College, 





t'A.m' In.l1,,mn~')r01rIT 0.11 lWl 
~ 
"a«r f.l fauLnMl~.a~lldo adqlU 
,filllt: t.t\UllmrlltM a.1{ilufV1tnC 
~1 l'cr:. t ~)'p'Lc ''In;.-p!vi ~ J lfctp~ ll. 
~ -~~ ~ g.(~ L~i~:rl l],~ 
dlUll1{t 




~tf r . ' :' ' " i{hbnlltl . -" - . ~ ~ )1t1. hlfl:ol:tS . 
. dtgtffitti ~ quaft unl0tli'frual~f 
mttlh~uS; quod(t modo 1.11 COll 
(llhf tnitn.t l)n~utdch\tt"'11olulnt. 
t11flauuuuiluIut:i1b h~l ,'~L. ' 
20. Initial to prologue to Commentary on II Samuel, 
Angelomus of Luxeuil. Cambridge, Trinity College, 
MS B .3.13, fol. 54v, 
21. Initial to Book 19, Josephus, Jewish Antiquities. 
Cambridge, St John's College, MS A.8, fol. 76v. 
22. Initial to De Casu Diaboli, Anselm. Oxford, 
Bodleian Library, MS Bodley 271, fol. 50. 
--- ... 
23, Initial to Life of St. Ambrose, Christ Church 
Passional. London, British Library, MS Harley 624, 
fol. 93v . 
- . 
li':ll't:T P~\~o;,1.&.' ~': l " 1 .r~· UI.L .J,\, 
· ~iE(t.:VS 




Of,ll x:pt.ln~ dwtta co;n .. lm:u.fC' V 
unlt1tt1lrrn orb<m .UV~t1Jl.mt 
~a~rn; .:tow UO\) ·""UltlO.C1.\"k 
momtfWo1hcM'crrO.fo t;empo1~ f.t 
mutter dtt mw tmuf uU' ref (J lut> 1i p.t 
t.un ofknQ~ Compl1(l1ftrt df l~ 11 
obL.rru1cp ~ol1fuLJf't nomlm 'ofmmo 
cl.\ .. uci .tftJm ,(lttYCQt1tiLl dl\-rc'.Q.ud 
24. Initial to Passion of St. Maximus, Christ Church 




tJ11' V!i\1S ~f UOlll 
ThAJJI. sophIA Of 
mOliU fPhMlm: 
dl nomm oufhruba 
M. flt.mi' ttroboam . 
fiul hdln. frIn d,au·. 
filiI fUph cphr.1111CUf. 
~h"bllrr duaf~ . 
. ~nom redt (mama. 
1= uCTUtml' fmcrm~ ftltw.rmr aumn n 
ffiUlr Ubm. e "lfandrb..u- mrtllc de 
mllr.l.t'C fua flnnmfdlcbl.trr d mm 
{( f.1CnnC.l.Trr Mil roromum m ry[o. 
-AAI{T. aumn Ibidoo hIll hdl.ophm 
~ fmttf f.1ccrdorrf cbii Venrr ~ dlCf &: 
munol.lUrr hdcMnil: dtdrClfo-fmenns 
~fu ~cunEbrftlnfcf 'ftllablpar 
O:r. n..m;~ ,UltUll dedrr V<lrtrTll un,lm 
mfuf.qtita;Umdmdtll~.DrifdU 
trnl rondufrmr uutuilDlct.f\-ffltgtlm 
quoq: (.un emu Ia n ",·nrl,nnrntrr.m 
gtThlr. mmntllTll ur _qpbmrrr quod 
concluflffrr dns Wllnam CtUfSICQ' fa 
arbon; !,fmquwf dnnoCro rcdmmr rr 
porr afccndcrmr mn~tm dm.l\·Ii( 
,.ptlocaN\C,lm . t' oAAOtILlf!' 
bar .d' noncaptchu: ObUTYLD_TXll gp 
hdcb.ln,\ lltrfuuf. nndCllrffcf. ·'111"( 
noncomcdtf.d:qmoln-c dfftl~ an 
amm~Nunqmrl ncnrgo mdlOO rom 
quamdtmn filII ~urrc;rrr aumn 
ann.l polh1m comcdmlr mf;(o tr tnbc 
nn:..dtl1dt(;umion- ftdcmr fn.v1dtam 
Ann pofttfttrnpll donmn.at art\' clrm.1 
am.u-o ammo: oraun- mm, 
6l nomm UOU1r rY'ftnmii. 
25. Initial to I Samuel, Dover Bible. Cambridge, 
Corpus Christi College, MS 3, fol. 115v. 
# 
mmdorii tnfamatn ytOuocartl • 













l\lit A.~ 'N 
dtdY, ofl~ ftlil ammon rrw! mda.t1 
dtalno annortgnl a:eti fu.ftU 
'_--'____ _.- _ -L-~ t 
26. Initial to Jeremiah, Dover Bible. Cambridge, 
Corpus Christi College, MS 3, fol. 195. 
11 U) ~.Tr-D l'-'U \AU' ~ ~ l'.l .u.~, " 
~ tT t 1 ~ nil 
· OM.-b£n~A1cAUl vER1 T; 
27. Initial to Obadiah, Dover Bible. Cambridge, 
Corpus Christi College, MS 3, fo1. 261 v. 
HN6N8€ 
£,mo l\l\.PJ1lU6tb~ti(1\7O) dm adzachanamftttumUdnlll 
addo J'pBam dl(Olf.TJat dr 
pamf urof nacunrua.ft-~ ... 
-I)~dlar dnf J 
nl admt: dtetr ·f.ttrcttum'" 
umar aduof dIet{" 
fmff\ClIl Vami un.ad 
. l'nOt"CS dlccnm.b~ 
auCnum.Gonucmmml d~ 
uf.& d('(o9Jfi\non~ utlf 
n audtcrr. ncq-7 anmdni 
dntPamf un ubt fum-
qUId m ."""'." .............. , 
28. Initial to Zechariah, Dover Bible. Cambridge, 
Corpus Christi College, MS 3, fo1. 268v. 
rano ldU ft(n finub. 
-'''-A<'' .Onmo falomomf. 
€ hou 
----~~ 
29. Initial to Ecclesiasticus, Dover Bible. Cambridge, 
















f). Jnwll~ ". 








mtftnd t~dtcrn.~ . 
)ten; 
30. Initial to Mark, Dover Bible. Cambridge, 






31. Initial to Book 7, Priscian, Grammaticae. 
Cambridge, Trinity College, MS 0.2.51, fol. 46. 
32. Initial to Book 21, Augustine, De Civitate Dei. 
Florence, Biblioteca Medieceo-Laurenziana, MS 
Plut. XII.17, fol. 199v. 
33. Initial to prologue to Matthew, 
Gospels. London, British Library, 
MS Royal I.B .xl, fol. 6v. 
34. Initial to Psalm 1, English Bible. London, 
Lambeth Palace Library, MS 4, fol. 3. 
ut.) 1Il1chlll)1!nufl'iIY1tfmcllf.qrmUt 
l~ fil.l111ffimaf lIn:cf<lf:W!.t- mpnu· 
FlO au~nmomfndtl1l,.pb'l!J:l"m 
Tcllll(IIC{tl'lf a1l11(lt1.1~ pr.rfm:bam:. 
vcm COlin IU.l11mffmldo ell: '~£pl 
glnullo (opll(t,rtl:·qll.\11011lmh~~ 
rtl mllllltill1f.1101l prcfclma t,Uml 
Wlp0J,f>.lIon fubdola&p.11lMnf ad 
\I(auo':fc!l del umoo ex dllUllartllll 
fCl'l\ltUmfl1 !bUll;) wl1Ullanr,.Lcgt 
1l1llflllllCtcrtbJ hylmrnf qllofilalll 
Illfhnffc "pllltlUtlS.nOllof ",Llffe po 
pu!of.alAll.1.\ DOll1f,m :'trrcof qllot 
«ltbnf IlOllCllUffi (01i1111 quo'll moe 




4\boolOflffimc V.1grdllrc:itr q ,\Thcmf 
ntagtlhl'mlt "'l101tnf.t11l11fql Qo(. 
nmaln .)(h.ldcm!f' gjolllMfh\ Vfon" 
\.Jilllt.fm:cr,pcgrmllf aTql d!fupl£,; . 
malcnC·.l\tm'lm1'CCUm\c dlflcl'c.qlla 
f~a 1I11pudmrrr IIlgtrttc:ocmql dil 
If,ltmfquMI rom fUg1tl1f orbevfeqlll 
1:\\l'.c.\pmf\W.Vmllf &lImllildiml~. 
milm -g,ml11l0 tntddlffimo plmlTf 
u\pttllllf,l\lI1(hlf &: fcrtlll(;'rilmtn 
qllla VI~vlofopl)\\fm,al\U Cilium, 
fcfllffi.Alhmlllllt?lillafuo doqtlm 
us;.fDlm, manaml>llIfmdulll denm 
tillfbvfP,llllyg;llhUfUIl1QI fllllbol qr 
dillll ilcmffc nobllcf lCgll)1Ilf:~~qlloS 
4\dcomclllvl.mone$IlII'OIlY<lUlliWC 
',m>:1lI1Illfbolllll1t( fmll";l1d~lXrc. 
D\\blllt, tlliljlUf llla"dnil OIl1Jllltl 
ftti.urtcbmnrllllnq! 1lI11'i\[Iill.Il'C 
Ill'bctn mtml tl\grcffl. ablld.~'a: 
tlt'btm qHP·ct·Cm:,.Apotlom~l,fftllg, 
IUt; mugufm: tlulgtlfloqul'C.ftur; 
·l'by[pfopbllfl~}lml.qmlttmllllll1r.J 
lJ1Imll~ P~,,(, \?Uillltllllccallt,1m: • 
·albJ1l10f. f9'.dla(.nraffagtt<1(.OWl;· 
1nmffll'l1il,1tld!~rcglla pcncttilU~:' 
aQttlqmii lanffjlllo pbyfOwalll!l~ • 
vallfllllff!l'\ltlCl'lrcadbmgnY<ltl!1~, ,y'';'ii;$'~%'";''' 
35. Initial to Frater Ambrosius preface, Lambeth Bible. London, 
Lambeth Palace Library, MS 3, fol. 1. 
36. Initial to Genesis (detail), Lambeth Bible. 
London, Lambeth Palace Library, MS 3, fo1. 6v. 
, .. ,/ . 
• 
unp11Jhbtr'aAdabanm 
; €Jtatut~ dcuriro nOttl l 
~_.,tO-fttun~ ltx. 
1& rtl,ojfn'ildnmnE ifr 
i _ -lnfoltrudtue:mmp 
r"~ ~~ -._f __ .': ______ -. f . ..:.~-
37. Initial to Deuteronomy, Lambeth Bible. London, 
Lambeth Palace Library, MS 3, fo1. 88. 
38. Initial to II Samuel (detail), Lambeth Bible. 
London, Lambeth Palace Library, MS 3, fol. 151. 
- - ;;:y--;. -
X 
D 
" . " . ·.~ID ... 
:fcrilimlL4baflclrany:~ufplunmd 
"dlQ.CUmro OUtrcrnl~lldbbJ.non 
39. Initial to I Kings, Lambeth Bible. London, 
Lambeth Palace Library, MS 3, fol. 165. 
bi t' 
40. Initial to II Kings, Lambeth Bible. London, 
Lambeth Palace Library, MS 3, fol. 182. 
'11&. .... ~+¥.V~ 
npff 
41. Initial to Psalm 80, Lambeth Bible. Maidstone Museum (Kent), 






'tt'C6(quatlul capto d 
ii dbR:ul '1nr due[ n 
anaru, 6: coS1:ranonl 
d{ fern 0 ~ at; l"T"P1~1 
~----
42. Initial to Tract 3, Augustine on John. Durham, 
Cathedral Library, MS B.II.16, fol. 8. 
~\~'"~ 
.... • .... ,~~, . ..,lnq~ol.tb~ ferolnl~ 
.v 
-ampoo..e. 'PUT' ufn:ant 
qb: cond1ana Ul[uaa.m:;· 
homlnii de 9nq: pauth: # «-can 
_ 1 
ru~· qr en! ocne pafcrc unlU 
Vnde eni muln.pbc.u; de paua 
Jlocdtaf enl era:c tn mantb:.x.p 
43. Initial to Tract 24, Augustine on John. Durham, 
Cathedral Library, MS B.II.16, fol. 69. 
-~ '-.~--. -~-. ---
~ . 
bfG auC (aim pdclbnano~i 
~. 9 b 1[0 g- 10:-' COgrriW 
\ abttt' In ~one l!lx-ca defenn 
'~&4~tid~ ' lncfUaq : 
~....-- uluendl pcCplii cit 
mh~e1· ocut,rfeqnnt1 feft 
ma51f accendcrerrc 
fc. 
44. Initial to Tract 50, Augustine on John. Durham, 
Cathedral Library, MS B.ll.16, foL 123. 
tlelltmi· ~ dnuniifuiodt1 
n=iam m11tt(lnnnnrrare f~ 
baxa e."Vnde Uwbara;;.;. . 
dO;1n urr:i ~cuRudrc 
q ~ bocmundo tgred1aC 
LI~"" ttl fe fufaptc. Captu; nftn· 
d~ tYe d18ii fo cii ream. ft 
at bonnnu 1,-0 - - . 
45 . Initial to Tract 52, Augustine on John. Durham, 
Cathedral Library, MS BJL16, foL 126v. 
46. Initial to Book 1, Augustine, De Civitate Dei. 
Durham, Cathedral Library, MS B.II.22, fol. 27v. 
1 TI • t rc ~ .iuY'fhru 





~ ~tUa. .~&'ul,bov~ dlt~ eiftCtlf'U'/fij -
uoa1"Ui~~~ ... ~ 
47. Opening initial to Augustine's Letters. Durham, 
Cathedral Library, MS B.II.2l, f01.12. 
48. Initial to Life of St. Nicholas of Myra, Durham 
Passional. Durham, Cathedral Library, MS B.IV.14, 
fol. 170. 
49. Initial to Retractions, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fol. 5v. 
50. Initial to Book 2, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fo1. 17. 
51. Initial to Book 3, Augustine, De Trinitate . 
Durham, Cathedral Library, MS B.II.26, fol. 28. 
52. Initial to Book 5, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fol. 48. 
53. Initial to Book 6, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fol. 53v. 
_I 
54. Initial to Book 8, Augustine, De Trinitate . 
Durham, Cathedral Library, MS B.II.26, fo1.64. 
~ ~/umtt:1q: 
t..{ -' J 1)"" tnt VAti trtfl 
--~---------~ ~ ~ 
55. Initial to Book 8 (detail), Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fo1. 64. 
riAi!&( 
~qumm'. 
qu.anhb~. fe4 ura: 
-' n~qupdntS& 
t.t.mtsq: ac fum ~ 
fetus dS, ~Feaa ~ 
t tf4f bg£tiUtcW.M 
~WY,"" '1M ... .....::> '"'~, T'"7t r,~ ,.......~~ 
56. Initial to Book 9, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B .II.26, fol. 71 v. 
~~.,~ 111 
• I.AA~_"", .• 
curmom, fir amOl fu; 
tddt n u fCtetluU.'/f; 
57. Initial to Book 10, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fol. 77. 
58. Initial to Book 11, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fo1. 83 . 
59. Initial to Book 12, Augustine, De Trinitate . 
Durham, Cathedral Library, MS B.II.26, fo1. 90. 




60. Initial to Book 13, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B.II.26, fo1. 97. 
61. Initial to Book 14, Augustine, De Trinitate. 
Durham, Cathedral Library, MS B .II.26, fo1. 1 08v. 
nlh 
ChlUnl Cl~ 11ftt ~ · 1~ 14.11 
dumnlUCltt POfilClr:'11 n 
~rUdlC1ffilnO Ult 
62. Initial to preface, Jerome on Isaiah. Durham, 
Cathedral Library, MS B .Il.S, fol. 1. 
utCC0111!U-qu ell 
f krmonC;::'"n n 
bun J'p15.l 11 tuX 
Ulfl 1 ~ qiu.\.b 
nGl. uotuml 
offtmmf .. 
phCl dloonc.;PP :{ica. nO 
1fQ'ccndCl'\:' qllt. \Xt.1m 1tl 11 
'T.~''\''~ moJum brculGlOf _. ut 
me 
«: n'Al duodCGtm mOUlt ofknc 
63. Initial to Book One, Jerome on Isaiah. Durham, 
Cathedral Library, MS B.Il.S, fol. 1 v. 
fGlutf-7 ' Qut.a 1in~L1nO deuno bom~~fm:: 
~,{crt.t pocd},t-:ld .. 3il"m {l{u;lrol-C' ruOcna:-
r 
m: qut.efc.:U1C db CD :' q.l-m nugno aItqrto t-cpu 
. cJ.ruf7':'ltw;mpfclTctarn mdl:.1t; m:l1omo''£' 
. fpn:'lmcn b.:1lJet-e-mnanbj·fteUC ~ fpu.:.mc 
> • - ' 1 oJ 
-', ' lonl.ln~ .:tmelj' r~bc ltb'1' ym . 1tl '~rr'''( Hp-rO nj't5au~ ctf'K1~af. 
-"J'fJ!..~:'.~ pmo tWlu.tnItW.qQncpo~l it 
_. ~'r~~~nc; uom!" cel£;t,,,fct,-mone dlCCUIU' 
, ,,-$~fum p"""'fOpau-.u;tq~' 
•. ~. pofio;io=ntf"uct-ba..~qm ".1IT~:;~ :=t"C1l~C n;'nc. fcendl.l'> kdffi.&-qcqd Tn me'm 
I J ./ lLJ 
t"fu?:..pne:q;m dnm aotum:am-!on= a,qm. 
, ¥Fpl}:lUl wcumG-· eB-o utftonefmuTnpl.u:.1 
at,u·mnlJnt1:::ppt}::Jrtl.:lffiTlnLlUIf"fum-IJnde 
I >-T IlL .... ",1 I vIlft.ul!:Ore-ouu"gOJC ezuwchm·m;not>1llfcp 
mr.u-u. ~lilll<lt:t.Oe' cttmna~; -leu cii n1Of1e-
dd dmll dcuc;f manuf uc; qut tteuntrl'd\Oc 
. ....... ,.,.... ..v '." q 
o.....-r o/~-"""-"" ''"PUl m.l1'e" Ollrutmuf"nwru:'tnnc.1m "'rna. 
I l«Tl:'qm r=.pcnon~ d£UOt::mr ... Hm~lS" 
d.,' pofftmufOOCti dx.cet'e".13rnetilcrur duf dmf 
Tl-i'f.qutdocec;mauufmear .lbl'tI-elm.&dt 
gu:ofm£Of'.l~bdlil.e-cccenl~narot:'~;f.l~ 
m • .lu lcrUlI <l'-;ll.J1uda tl.:luduu·fUrof· omc 
I !'OVU1-PillU(: <.f. omne'l'ObuV' aqt~ l)ucuf'<p 
de tudt.ao dIet pm.mc;· qaod.. fequtE',.- de v:lp 
bUltUocUcnCUt"W qu.:l ~i .:lb balnLonwf. J.hT 
:.::£?/ '" ,,~~!:::-~;~~~. : 
64. Initial to Book Two, Jerome on Isaiah . Durham, 
Cathedral Library, MS B.Il.8 , fo1. l Oy . 
65. Initial to Book Three, Jerome on Isaiah. Durham, 
Cathedral Library, MS B.Il.8, fo1. 22. 
fnC1!tt' qrlftpl"Cu , (~co~~ftt.tnoo ~:ub ('\. 
Ulll'OtJOCCC' -i' do~«·.t!p&uu. m:o.1fU 
JC1 ... t,"ltffo lUd~ ~6tn~rllan~ntf~ 
pot'C"ufqi 111 f~ftmU,~~t ~lrm'~f 
Id ':' emulatlO dm. ~ l'craUL hi lJoc. q.l 
11'fl.l~ cmutmonf \,"t.t111 .... PUOc.lUC1'Utrcm 
tnf <lUI 'non em~ dn·.:f. ~!l£ eo(..p Uou1. 
~i!jiii!!yU:- ad cmu1.lnda. ttl golte q~ non rorc 
. C~Ul ClllU\.'lllUbd' <1' nafCl.'uu f E:rt 
de: uttWnlC'_pptlu 9" fO loco ubl Qt' 
.lch.u::-f.~~ u b( ftgmc J d,~o deo mo ';" 
tRu lintta 7 q mtet'CUI" :tclufqo 
~~(o.lll htctC'C hoc-l-J tlnc ad t'dt 
'~""I~~12~f~iI'd'll vt:.mfClmuf;· -£;~,pltctt: Ub~R...­
ut'auf. '~cttltr <\u.at'nt S :,' 
Il~&~£~~~qv-tU:5 olCcaOQV6 1flltulS-q. pRO blY 
utflon« ;lc f\AlfutL~ .. 'li' amanhrou~ 
~Cetldlmc: lUlq; filum to.'C,10 (loltmu 
-' , c. 
:' ct;lll1tnmf ,\l) ql1.lt'tU-qtt:l'CIJ men,um 
t 11 -" ./ «..., ,./, 
pOle' n1.l101'-:-· n~et'tl en qnc- que 
hbt'O fubtrotnl';ln{hJMC£' cft>P.lAtl.lO 
ftc- q. pVtle' Juppltce-numcnL 1 ).}bear. 
11m. \,"l11 nolumufcoottU1& dtutderc 
olnn Im:et'pc:ata mfrw-qu.lfllt16Jui 
66. Initial to Book Four, Jerome on Isaiah. Durham, 
Cathedral Library, MS B.Il.8, fo1. 34v. 




Re01W evstoobtV09 ~ 




fu {. ltd fcpa rna tutpm ttfrl) Utl 
5tnamraltttvfubwrdtoo .. alU n ~ 
67. Initial to Book Fifteen, Jerome on Isaiah. Durham, 
Cathedral Library, MS B.II.8, fo1. 162. 
68, Initial to Book Eighteen, Jerome on Isaiah, Durham, 
Cathedral Library, MS B.il,8, foL198, 
f-Jrotl 
./ .-' 











trt'CRt.fufi6ATVR.:' uoc{ dtw;-ttlm 
ol1~ffaln01'~1~OS confU' 
ma:{fe;: tnrcl1tq-e: ltd mnf hoffcrnionef de; con 
fitmdnOllt'fcrf.C\-de: dtfcreaotlefttuft&l. ud 
qd'aU11llUO ~#t Ufq: ld f(}.ffion~ omnta 
faarndo .:X.-vdtc.lndo comv.(euetU:Ci. ron-
~ ./ u.... .... *' 
69. Initial to commentary on Matthew 25-26, unknown author. 








1imct ~~'i':l ',./ 
tefunetn(iam Vuenmi ad, 
oJ . oJ • gtt\t~quod~. homo ltttP qu 
0J11ni-auh- tlt1ITrtil1r..lrl ~ 't" 
70. Initial to Book 15, Augustine, De Trinitate. 
Hereford, Cathedral Library, MS P.5.3, fol. 144. 
i , 
71. Initial to Homily 6, Gregory on the Gospels. 




e'cwml {f q n graJ 
no.!; atfmnaltt &01 
egofutJ.bonJ 
~ _~ _ bontnmf ma al 
72. Initial to Homily 14, Gregory on the Gospels. 
Hereford, Cathedral Library, MS 0.8.3, fo1. 28v. 
73. Initial to Homily 40, 
Gregory on the Gospels. 
Hereford, Cathedral Library, 








",",Ln."""", tl ere UCl.aHuimm ttllnan ei 
... _r.r..· . .•. rom ffi fuo.~.fa:ndemerii i 
(\-'Vugna ronc cbananciim; «~ 
forrcurJ . €it; abll{; cU co fymco' 
mdaf..cVffi1dtdt-c dnf cb nanru 
/Ef, .. <V-... .u.;u tn marrcon:i:ct-.vcut'fai ~ bCZl 
mrorll.InumClCq: ad ombczro 
ct-pttguauai (.om; ut ac.vcufferi 
ct'p'~crczot~ugu; ami adombc:z 
\ .... ', 1'1...., cophcndcrC.cct'iffumrnmb: rna 
r.m\II .. "Ut111
J Dfol: adontbczcrh .~ cp~ 
. "' .1C prou fumll 
coli.tgebam rub mfa mm aborn 11114 
fu:t.na rtddtdn:; m d51iddyxuiq: cii t 
l\:lUt monuufi oppugtra!ltU g- fill 
la-tin:-' ccpcti uLlt-,vruffcr-c m on: ghl 
dcmtf runfu1 t11 ccndto aurmri. at: PI 
~cfccndcrn:ci pugnauai com ch.lnat 
ah.tT?l ~ .. _ .. ~ _ __ .. r "!II....L-............. A.;;. A.J 
74. In~tial to Judges, Leominster Bible. Oxford 






. ___ .. &l1t 
75. Initial to Ecclesiasticus, Leominster Bible. 
Oxford, Bodleian Library, MS Rawl Q.b.5, fo1. 170. 
I , , 
:"-l?nnf~' .t?tlcrfuqm (0[" dlgcro't : 'm l . 
CblnlO:;-lpfl &/n)clft~txu) bttl11rnlU~ 
~\n(l\f. fi enrref fUro~; {UtTC c~fi; 
t :lYVhCl[ l11-rfuno. llC1l'Tr lt1)~ d~,bml 




. . ~EtiJ1. 
n\{lutfc\l.c.lamec 
tloc .. fcn) .(h('\ln . 
l{' tdfn:b. ,lL{{ 
.' . 1dfcrh:~mq-: 
:}rl,jfi\s.l1, ' . . ~_ . , ~ ;' . tll,,~~,mada 
";:::"---"'l'l' .1ilUi.ln, nl' .' rno 0(, _ . dnrof.p orro 
fttn qonHl', l,\fCCl1Cl.Lx'npha :t. C\ 'rhogor 
rna .Ft(l1 ~uIi li\u,,\n: 'dtfa. tX'rbarfis . 
. nt. cron:hnn.&'doO,"tlln). Ili i chan).cbu1 
- ,// -
l\'rHcfri\ln) . phltl. lX'Ch,lllit"n .Flln £ltlU 
dn t r.- f,' b(\ . (\" ell t [t\ . f,\ bClrh" l~' rcch nya . 
l\'1:1lunh,d,,\. pon'o 0hi ly(hTn,Y"l~"\h, 
....... T • ..t ~.--t -. ... ,.. 0t ....... 4 :11. •• _-::' ... - ._ ...... -r- ., .. ,'111:1L .... '-..-d 
76. Initial to I Chronicles, Leominster Bible. 
Oxford, Bodleian Library, MS Rawl Q.b.5, foL 
187v. 
77. Initial to Lives of Sts. Peter and Paul, Leominster 
PassionaL Lincoln, Cathedral Library, MS 150, foL 2. 
- ~ -~. -~ .. ~-----.,--;--c 
-- - - -~~\: . 
at\\maj11m~o fdtaurt"~ 
uad6lf\ e1 faln:a£eru catt'! 
~tttf\16um gr..ttaue s;tOUtati::Q . 
utnntulnmoda. ,gdhitt\'l1tt\ .. q 
m; u.r:rum fattar l1ltttma mOt' c.oll~.tolltda b~\'ltn~1 
nnmlndd dtfu(ul.""Dttnna. 
78. Initial to Life of St. Arnulf of Tours, Leominster 




"-t 'V-U1Ulli cfynt\- uL Ln L LL'-U~ UUO 1 
~ ...... -W'" P 11 C t t . ~ 1: '- P 
H 
<tv~ L( 
£ 5"( !\Of 
Vtanf 1.Oldal 
dtne mpdln conaa t1 
1ttUT _fJl~ ~ dlopbei. ~ 
79. I~itial to Deuteronomy, Lincoln Bible. Lincoln, 
Cathedral Library , MS 1, fol. S9v. 
au.:1,lQalrtL ~  fa~ fc 
J?omorhcum dtfCtptin fuum. I 
- (dl£tll det. ~1OH 
d~ q~ eft conl1t 
~~~O;' .... ..... " -:-~r mrt uocaaf 1Cu rut 
111tlOC:11tr 'Otnen dtn TIt.; It 
\000 tptorutn "x'ni1J ~ uobtf ~ 
nt-o. Cj;-d!lo tifu .. t50. ~ a'{]J di 
pro ttOotf Inqfd df. q~ ~ db 
tOll:' 9llUt In OuUb? dtumf tun 
onn uaOo ~ttlomt 1Ctcnr:ta.·ftC{t(' 
c\Jnftrm.nii eft muobtf:'tta ur rod} 
tnuUd~:'ex~tmIn mtrlaaon 
L\:pt:' qtu ceoonhrmabn: uof ufq: m1 
ne-· tndre aduc:m:uf dtii nn itfu~~ 
~tddtf dS'\?quetn troCd[jl.clhrtn 
J J ~ J 
.... ""'It.lL dtlt nn..Obtccro aUI£" uof ~"""L..-__ L.--' 
80. Initial to I Corinthians, Lincoln Bible. Cambridge, 




















81 . Initial to exposition on Psalm 5, Augustine on 
the Psalms. Lincoln, Cathedral Library, MS 155, fol. 7. 
- ~~~---'-
82. Initial to exposition on Psalm 6, Augustine on 
the Psalms. Lincoln, Cathedral Library, MS 155, fol. 9. 
I 
J 
83 . Initials to the expositions on Psalms 14 & 15, Augustine on the 
Psalms. Lincoln, Cathedral Library, MS 155, fol. 28. 
(}.)' - . .-
repdlat abf ~q {t ~ 
mtlndai' d ~tttCto 
tttCOnftJeful mo!' qUi 1:1 
&rui1uuaf ttt.¥~ 










p~caa (£ COlttt «'Vt~ 
tt :'fcpc ab l)onlttlti?; , 
ndi Uti. aennt. au 
hnftl1n1f llU..uI.J~!WIM 
84. Initial to exposition on Psalm 18, Augustine on 
the Psalms. Lincoln, Cathedral Library, MS 155, fol. 32v. 
85. Initial to ~xposition on Psalm 23, Augustine on 
the Psalms. Lmcoln, Cathedral Library, MS 155, fo1. 41. 
~ ...... ... .. 
86. Initial to exposition on Psalm 26 
Augustine on the Psalms. Lincoln, ' 
Cathedral Library, MS 155, fo1. 43v. 
-------- - --
HJ~~--- - -
lOt pUlUl1. an\, rWOtttIn~utn 1 
Con to ~ll - Lfttont1n~lt1Lut i iQuando nov lUll 
nficcam pc«ara Confutte~homo 
(XU{ra onnufu bcnf qa abt fum StnC; ~ nfdftonc <id d5 Cc.onutttlo 
~ diif ~m itiimIIr. mara. urn poftr. 
d dedtcanoncm Jinum non ron 
c. nffufutte ~ ., pltcIT'11 
fattfumfuotii l!1~\ltT~ 
tnga tUnlm. fIN9M p~ 
rot . ntlcth pfalmu 
~arruf dtcapnf ~~tnvfaun~ 
~@edl1ntpcc· dtra:e.aruIo.~ 
m nmfamtm tucLpaumcul 
It mrnmm faro.. c pfahno patte 
racmftllcm01ta . npopudctl?f~ 
~Cdhrar2q rom - defttht vOlban 1 
nm an nlOlof . mcdtatol~dttnd 
~--- - -- - ~----'.'----
87. Initial to exposition on Psalm 30, Augustine on 
the Psalms. Lincoln, Cathedral Library, MS 155, fol. 55 . 
II-
,. 
~~un m1!"·~tllcaut m l 
tw{umf. tn de mdcf nude p1 
dtaltmttf:'diian uuIr. ii ful o .. -
g-unnf qtt>tUlduiC:'qUl ~' 
tOf feat. ~funWtltle fttum , 








_~, ___ fwettdo mar 
ramn umtn.~tpfo woo bo 
SW ii.IntdIt~tbttaU ~ 
uo& f~ captttt«COllJOlt 
~ ___ a~udtt noh fpon~ii afpO!!fa 1 
88. Initial to exposition on Psalm 34 ii, Augustine on 




89. Initial to exposition on Psalm 40, Augustine on 







90. Initial to exposition on Psalm 41, Augustine on 
the Psalms. Lincoln, Cathedral Library, MS 155, fol. 135v. 
91. Initial to exposition on Psalm 45, Augustine on 
the Psalms. Lincoln, Cathedral Library, MS 155, fol. 152v. 
~-·~-,· 7 , . 
tnrotdt td faaUtlt «c 
- af mme-Ocnrdtfuo.~ prot tn'(Mfuo hew 
r~ii ftnf!Uti'. fuffi 
audtilif tunm bodu 











. ftt_. 0 f_ tem .. ~.ponu.m V{i t1 
canref.'neq~ u ITa fdt~ 
rt dtutaaf~no 
tttmtre, .pu obttii a; 
- .. ..' 
92 Initial to exposition on Psalm 48 11, Augustme on 166 th~ Psalms. Lincoln, Cathedral Library, MS 155, fol. v. 
93. Initial to commentary on Genesis, Jerome on the Old Testament. 
Cambridge, Trinity College, MS OA.7, fo1. 2. 






94. Initial to De mansionibus filiorum israhel, Jerome on the Old 
Testament. Cambridge, Trinity College, MS OA.7, fo1. 32v. 
95. Initial to Interpretationes Hebraicae locorum, 
Jerome on the Old Testament. Cambridge, Trinity 
College, MS 0.4.7, fol. 48v. 96. Initial to Interpretationis HebraicC?rum n0':l~num, Jerome on the Old Testament. Cambndge, Tnmty 
College, MS 0.4.7, fol. 75. 
- 1;;.<0.' y e-ntjr-',c r/ll'..;q:, ;'[~67' ~ , -
,. ~ · '0 . ' /:-(-...-1 t'" ~ (... . t.. 
; , 
• 
97. Initial to commentary on I Samuel, Jerome on the Old Testament. 
Cambridge, Trinity College, MS 0.4.7, fol. 112. 
" -
/ 
l..-m ... t'I'r'IiY 
na «mum,~. . ij. 
98. Initial to capitula to Joshua, Rochester Bible. 















JUmn «fCU .1VlUt-u 
I[' f",mo uttt1cnf de cA 
Ilnf'uul u\1tt c~mfctf 
;4.«vulu'"l~ -Uyfuf 
~.£cunumr.ld 
damd ccadrr fl1l.' tao 
nn fu.l1n~· adoUlu't". 
t)~'"~: .\dcum dund . 
~ndc' uqaf/'lUl.lTt" 
13d. 1"'U..a:ll:liI¥..-
fltI 1t, UI~ 
M'l5 (~ho. .tl1l1~ 
rutntd' ( ~l,' mo%tU1fi. 
f«i ,\'fJu( «tOfUrl1.U1 faInlS 
C1uf tttm1m-.Ut\'1t\11 dol 
utd ld"td(,mt qu111Ul1et 
..\l.Ur. "11d( fuf quu 111.\.11 
mut ,il- {.luI 0: wft.trh.ul 
hllu1 m11':" ( , ..\tr .\do~ 
f(t'1tf qlU tt.\ri.uur ~ ,l.xfu 
U\'t111t11110nmn ~l&o~.O: 
f.wI Ulcum(,d,.tr.-fU}! h.tlh\ 
{u.lm.fOl.fO (ut1-u1 d'(qut 
ttf .~l1qU..\batn; ~. (c . 
(ctmcrfuf vofl; m~!l1 {uti . 
utdcnfq: me UO(..\Ut(' .lul 
(um 1'\1v\)f1dl1fcrn .\ffum: , 
dn't\ 1mdl1 .~ut1tlA1n (1'm :' 
( i.\1o .\d wm, Amalccbn:cS 
funt. C, (()(uruf 4b m1d n. 
\ Q{~ ~ d'tnmft«,m(. 
quom.l ttnmt' tlK ~ 
the.( rad{,uc tDQ~t111tU\ 
m~ 111f1~ # .Smnrq,f"f ro' 
O«1dt IUti ,~ClA.~m anm 
quod Ulum 110n VOttt.\{; 
\,olh'Utt1.A1n.C '{'rub dwk 
m.\ quod ~ 11l~Kr tt. 
6l.\t'TTt1ll..lm dt br.\dtto it'. 
d{.lmW .\d «-drlm 
h\K.Ayrd~ 
99. Initial to II Samuel, Rochester Bible. London, 
British Library, MS Royal l.C.VII, fo1. 92. 
100. Initial to I Kings, Rochester Bible. London 
British Library, MS Royal l.C.VII, fo1. 120v. ' 
!mtnadab·J 
~ ~\"\fon ~ttm: 
S ~\lm011 ~tttd 
·lruW·~~ 
, ; :::';' tt ttm, · 0 
1 .. .. .f ~:· aUtt, ~ 
OA~t1d~ 
m~~~ 
. . ... 




mn 1 ~b.tt"''' 
1 omm.am C~JIU 
101. Initial to Matthew, Rochester Bible. Baltimore, Walters Art 
Gallery, MS W .18, fo1. 1. 
OZWat~· 







M~ t .1'1 "~1" 
, 
! 








mll ·-Del · 
1rut" fmprum ~ 
\\\---~. . "'-f'1,1rlalA Vt"PtM,· 
. ~~e u:tn:ro atlstfu: 
'f1;lru.m atttt.-htaatl'tllt. 
qut Vtwma{m;wam 
mMtl l rtl'tX cL\1nm1t'CS 
1.n,dtfu~ . pA1m,ttlMn 
'h~" 1~ftacm;f~ 
crUS : <fin\-l"l1Atm~ tn 
dd"u"ro lMvcuanf· ~. 
~t~wuf wl'tlfmum p~ 
~ mmmfucntm l'~tm· ('\'~l~b". 
'ttW"~ldilUtlm cmtltf ttfd~ , 
1\'P~ , ~. n,'~"h:tn~ tttlTt1\"t· 
11, «' WiptT1"b.1,mw d(Jtllo 
tt1101\1" t1~ amfTt\'1tt\'S 'tm 
("tTI'\ fit.,· fr",nr lohmncs 
tf~fhntf pluf ~,nndl' ~z'0t111 
lXIl1~" CttV4 lnmbof ~ttS ' 
~" t octlfhtf ~'md filtl~'t 
~d ~b.rr. ~''f.11)'t11 C41 hTr' d,«1l$· 
\J~t11rr fVttl~· m~poftlnf' 
Ctn:u( nOl1ft,m.(hgmtf ~ 
Ctnn~;tf follt~~ ro1'~~' 
C4,kl~tit1.ttrro1.,.nn. ~ttS, (~ 
b"pt110 woS .. lqtl" . lU~ t1~\1 
~Z~'\1rr.< if0$1~1mt f~· fncmm ~. In d1~us . 't:i U~1t\ tHe .. \ n<\Zm~t'h 
~ lll~ . ~ ~'\pnt,mtf ~ t1J. 
101tfm.u .. 'loh,\t1n~ ·frfhri 
.tf«ft"~lf ,,~ .• \~Ul Uldlr, "f 
ref ~loS ~'fp1n rnnqmUTl 
",lttmba1n ,d~~11ct~tmll 
~'man~tTmn 1111l-'fC' ~·U~· 
mrn\.~ ct( 001$· -ru~ filnts 
. mG dt~ . tnw COtnpl,''''tt . 
f \" Ranm fys f~fln""~1tn 
m d¢fn~m· ~:ctm:-tn.d~ 
f«-ro q'tlMin"Wtffi1 edtWttS 
~'q~Mfb~~lrrn l:tornbtt$, 
~' mnprnb.mnt- .lfarhmtil ' 
(l~."rtp "um.~lf· ~"Utstt 
102. Initial to Mark, Rochester Bible. Baltimore, Walters Art Gallery, 
MS W.18, fol. 29 . 
111U 











• fUttttlbl11 \\'~j 
m1mf ftnan fi 
lttti' ~lttttlkltU.l 
~1tffttutrr "t\i 
1lttt\ j'pt~-· q d 





103 . Initial to I Peter, Rochester Bible. Baltimore, 
Walters Art Gallery, MS W.1 8, fol. 146. 
c~~~da. 
c m-r« ~.mft .\b4dt Dr ""nwfMn' 
t b.sptu.rqf.<plmmm1 dn'i finr~ .. .Ii ~IV 
fsdddr.<yetitGniinT-ftJl,~ . fcdfub~. 
tl1o!mm um~ ¥ allnav· 
tdJ{pumtt<tM _lni" ..pml4~. 
~ iCif ~'nm QZI:tI((dcbnvtfifinrfol fPS · ~1mf 4Vf5. 
fdt~ fUffiomi' f:ikm"ni\l,.~~'~illu'f~uwfm~ 
t~cmfVmttb; hltidn · da quod "tt«~ 
tc\lzftC-<taOllf pudt <\o\on(4 m/luu. _~ va* VNVbcm1'fuo$m 
f uoIuttmt"f cia ~quf uuh- mdmm-·" . fct-q,mtn{ {ciS dt fibo fuo· 
qtt1 fanuf ~U (Kfmn 
f~b: 1uj6m ftd('«?Ill\ITt'-dmal~ll 11( dmttd fcdt1t ~an. 
)t1adqfq<inonti=tqrtdiiddto . ~~ qttt ~tfhnmufdl-
hltu( c\a m Utt'tUtt f( 
cunduttl1V6t ~Ctl6Q 
~o oVtronnrc 1(U(Ut"rorpotn1U.t mn ' uomf tt l~ont 
,~~ " ., -~. ~ llO/b4ll1dto. tn01~tot" UlJ. \l'1 drit 
mddnwnt tmlatI<1: 01t1t11tl ddmvni· n;,. ~CfUC ~ 
t~ Wlnlljbodl fmi,tmiM01U\l· ~ w.Jpi4mun 
~ mtfkno drii.ump6nCm~· "d o~cndii £Ida 
oil- pdliOl1~ dril.1f'Iia{ ~. 1U otnn1lm( ~n,~; 
&fimm.o fUIIIt 411....-urbbnmn- 1'1\1 f10111n1(' emf. m 
q1t1b: ~ «_ UoMn uW 
. rVt! otnmbu( qadftvuy 
dd«nf da· U«4\1C~.Ga 
tI~\nf 4\'~"-~­C('djo liv.~· r~'_ 
104. Initial to Romans, Rochester Bible. Baltimore, 
Walters Art Gallery, MS W .18, fol. 161 v. 
105. Initial to II Thessalonians, Rochester Bible. 
Baltimore, Walters Art Gallery, MS W.18, fol. 212. 
/ 
106. Initial to Philemon, Rochester Bible. 
Baltimore, Walters Art Gallery, MS W.18, fol. 
220v. 
107. Initial to Hebrews, Rochester Bible. Baltimore, 
Walters Art Gallery, MS W .18, fol. 221 v . 
108. Initial to Apocalypse, Rochester Bible. 
Baltimore, Walters Art Gallery, MS W .18, fol. 
232v. 
109. Initial to Book 3, Ambrose De Fide. Oxford, 






11 PlWSlPIJ., orru1 
a.mof:'~non mmmtJ 
. fmeduodeam)lpIja: 
.. I. r:Vndc- dPud I 
. . .... ,}() . .~jf~.·" uu:cetf fcnbttUr tl1e.~a{ 
'~ed ftqtUf a-adtaOm mdamn 
~ uolucrtC. quI drcunr pacrefi 
~ . ,propnarum propKif gonfft 
110. Initial to Prologue, Raimo on Isaiah. Princeton, 
University Library, MS Garrett 73, fo1. 1. 
111. Initial to Chapter 1 (detail), Cassiodorus on the Psalms. 
Escorial, Biblioteca Real del Escorial, MS P.I.5, fo1. 2v . 
•• 






112. Initial to Book 1, Ralph of Flavigny on 
Leviticus. Cambridge, Trinity Hall, MS 2, fol. 3v. 
113. Initial to Proverbs, St. Albans Bible. 
Cambridge, Corpus Christi College, MS 48, fo!. 
154v. 
.'..wu:n .. ;.! ~l,;t~ 
Mfu{ mobu.wn d 
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1St fu.l '" tI ~ff:u'bi=l:r 
p=.~= 0l.Cl.0:::ti un.~ 
't~~a:uc{dt:fo=ln 
='m',,",n,lA,r~ nnn, "",fund 
uarnm:.P~.rnuu 
a:uUd It' mlflD!. , 
'1 uta! n a motftr~ 
ntm mnp1t.n.ttdIi 
UUt..!n:U4!j, ur uof 
U:mophSJt"."ldtan 
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attbLl=ami i sun 
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b= ociif Ui::iotrl :::. 
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tmf.:=i l>ip=!=. 
114. Initial to II Maccabees, St. Albans Bible. 
Cambridge, Corpus Christi College, MS 48, fo!. 
194. 
115. Initial to Hosea, Dereham Bible. Dublin, 
Trinity College Library, MS 51, fol. 90v. 
116. Initial to I Peter (detail), Dereham Bible. 
Dublin, Trinity College Library, MS 51, fol. 158. 
117. Initial to Genesis, Walsingham Bible. Dublin, 
Chester Beatty Library, MS 22, fol. 8v. 
118. Initial to Exodus, Walsingham Bible. Dublin, 
Chester Beatty Library, MS 22, fol. 32v. 
120. Initial to Life of St. Kenelm, Bede, Historia 
Ecclesiastica. Oxford, Bodleian Library, MS Douce 







121. Opening initial to Augustine's Letters. Hereford, Cathedral 
Library, MS P.8.4, fol. Iv. 
VIR ]IDIllnlliWmlolWi (JRv:~IRill~ 
cNON" 9l;'[re~lt!C%)€ 
DHf'. T'69Tf~ ~ srr)Il'~ 
" rdrnltj)t &rli uotunr"r!1ur:rt'I~It~QlIrrncdlrab!f,' 
.I •• • ~ __ .___ ~ 
122. Initials to Psalm 1, Winchcombe Psalter and New Testament. 





~f ' , 
!J f 
123. Initial to Psalm 1, Glossed Psalter. Oxford, 
Bodleian Library, MS Auct. D.2.4, fol. 1. 
124. Initial to Book 1, Boethius, De consolatione 
philosophiae. Oxford, Bodleian Library, MS Auct. 
F.6.5, fol. 7v. 
',,',---,-',.....,....--. .-
.:. ,..:~,.:',.' 
blahanl gcnUlC' yfdac: ytda( grnUK' lamb-lacob auron gentlE 
titdatrLiY hm1'rl" etUr~ fudaf" aumn L-wmfTl, nham & ;'dlanl. de-
125. Initial to Matthew, Gospels. Oxford, Bodleian Library, MS 
Auet D.2.1S, fol. 2. 
126. Initial to Mark, Gospels. Oxford, Bodleian 
Library, MS Auet D.2.lS, fol. 26. 
127. Initial to Numbers, Auct Bible. Oxford, 
Bodleian Library, MS Auct. E, infra 1, fol. 66. 
128. Initial to capitula to Joshua, Auct Bible. 
Oxford, Bodleian Library, MS Auct. E, infra 1, fol. 
104. 
129. Initial to Isaiah, Auet Bible. Oxford, Bodleian 
Library, MS Auet. E, infra 1, fol. 192v. 
------r----n.~""llUl"9lUUV lU un {fU,t 
tn bOfforo eft votrtdcbtc autmllf dUfln. 
~afrmdtn{j faIuatotrs tnmonmffotl: 
wdtCdrt"monmn ddu.GtimIidtlo te-
~ ame1i.exIt,1ffiD1JSP 
130. Initial to Jonah, Auet Bible. Oxford, Bodleian 






ntflafin:"&O~ (dtTl. / 
dtifmtnanUf au{ roacbtm ttgttn tUda-~&1:wnntUdfOlUtll dotnuf dtt. ~ afpot~ 
1D&-.o'."9T"(4lmttrta frondM'tndotnU da 
ful:&uafA(nmltt;mdOma tbefd1ln 
daful. 
131. Initial to Daniel, Auet Bible. Oxford, Bodleian 
Library, MS Auet. E, infra 1, fol. 264v. 
lLW~"San~mdKbJ ~,~~~~.~.-
acb.it. er«b(c ~ UIda. 
'):~"\tJ roarrcgJtfrl7 POtlIlVdl.! 
toqutndt~ tttof¢.Gc ~t 
__________ ~~1l~fn~Ctt~~1~nm~W 
132. Initial to Hosea, Auet Bible. Oxford, Bodleian 
Library, MS Auet. E, infra 1, fol. 274v. 









mgrro:' «dttttUiaran dainti uoctm / 
1U4. 6vlt.¢"utrotVta0f4pa{hnUttl· 
q3. Initial to Amos, Auct Bible. Oxford, Bodleian 






1~4. Initial to Micah, Auct Bible. Oxford, Bodleian 
LIbrary, MS Auct. E, infra 1, fol. 282v. 
135. Initial to Zechariah, Auct Bible. Oxford, 
Bodleian Library, MS Auct. E, infra 1, foI. 288. 
136. Initial to Books of Job, Auct Bible. Oxford, 
Bodleian Library, MS Auct. E, infra 1, foI. 292v. 
m1dtrdfunti.1rdego tnImgua ~ 
~ftnaunba6equy~ 
H.l.UJ'UV""IUX UtlIl1QU.t.mQ; lttloti ~nn ~ fobm 
t' .. ~•• (j commotlOO. ""mtmctpuflt_ 
~ ~rq,adncdmfmgn.utinWq; 
pmedmmtnrgul4!~~~t4 
qup1ilbte&t funri tn bcbm{uolunutnl]; 




nb; trobtfmagno laboro~ magtf 
un~qd~mro~eumrurii . 




105. erar fJO'DlI 
t~~ (room, 
137. Initial to Jerome's first translation of Job, Auct 
Bible. Oxford, Bodleian Library, MS Auct. E, infra 
1, fol. 292v. 
• 
t)wtat &£5poijnE-
,. . -' ~ 










138. Initial to Jerome's preface to Job. Auct Bible. 




unu!qmfq: qaoulr:(rtftodrotU ft ' 







- ............. 10b:'~ddGtefra . . Ill. 
. Thfdnlnubt ~dtd1C omnefubftauua lOb 
dl Ohof (IUS. .11 r. V bt tObaudtmf.pdtaonefubtbtnapftlp. 
acfdlo.nl1t1IXtltii.fadtriudbmttm1 tb4-~, adtiO · IObY. 
139. :IJ:itial ~o capitula to Job, Auct Bible. Oxford, 
BodleIan LIbrary, MS Auct. E, infra 1, fol. 303v. 
-~--~~ •. ~~~ 
'ad ---.-)ic,wrunquonuob.- .- -~ 
mVJN btucncruntiadtobomfparenccs et". & 
Ittfo- dUVbc4rneft ommf1iJb{bmad ei'aClfdU:-














00tl - ~ Sl~ £I&£ort}S l\CitlMflfS ])£\1M. 
lots d{ ttadcnf a.ttldlo~nq; futnia fc.ptCm 
~, fdn. ocrnifilW.6vfurovotretrlO ct rqxi 
mt milia otuiL~md mlM CdmdOlt· qn_ 
oois Fquoq:mgaboum. ~qmngmre 
~ tyc. aftD;Ci:'aCltttmlIA mulm nttmS.etal;q; 
4". _ mr tlfti1Ilc1ant1{ 1.tlIn:otiifona:n:nlt$. 
1~O , Initial to Job, Auct Bible. Oxford, Bodleian 










141 . Initial to Joshua, Winchester Bible. Winchester, Cathedral 
Library, MS 17, fol. 69. 
1 C.U1 c{"J.t4· ... h ... 1\ .\ - QU' oJ"1t.. - ~ • 
.l:h d . :'t • .1~ S"J •. ' J'IITlt~ ,o-m"" ,-'" "'Ii. '\11\ . 
. ",! t !fj "~,,, ~, ...... ' . .., . • ... 1 -
"~ • .!":d ....... :TV!'" 
IX Yll[IVNTA PtA": 
Pllll ) ) 
142. Initial to I Samuel, Winchester Bible. Winchester, 
Cathedral Library, MS 17, fol. 88. 
- - ---------~--
lIBER. 
143. Initial to II Kings, Winchester Bible. 
Winchester, Cathedral Library, MS 17, fo1. l20v. 
" 
L· 
..., ___ .. __ • _ . .. ____ __ • __ ...... .., ..........,../"""\..y "'\ \.A.\ .. " .1..A.A.\A.,I'\.A..u. .,,_ ... ,",,~ .. 11L.1 
'proldolt~ruafa~ b~lomam ~cbaldros cX-~~. 
lJ1MUl ad famlam taunty-. ' ch-S:X:I. 
~bl nabuchodoll0fO'L w:.babjlon.!y cqm; lcrtfn · $~;'11 
"Vbl nubll1ardan umn; IttUn C.M,Xlll. 
~llOachlm aroan:gtl ~ylomy cu:duf eft dccan:.c:;ro · U.n;x:tnl. 
e;u'L1CP1F!~A--e~1:N 1fjMffi:!,\FROl?1j1':. 
J N clI'l1:'LmGR 1'R-oJ>hq~ :. 
mTI lIElUll} D:E~IIDrO 
ubuf qUI fuauTffi m anamodJ mu:nabc:mamJ~ . 
quodfo&tm dtucrbum dnl adrum mdlctrur 
lOfiyftt1l amon n:£lftuda· mmuo dcamo ~ 
no from auf· &fadum tit mdlebuflOru:h om 
144. Initial to Jeremiah, Winchester Bible. 
Winchester, Cathedral Library, MS 17, fo1. 148. 
J 
GtdJXlVdbb dlllc;J)ncJJ~lOntm nonlndt ' ITG<DAbv~IRoloG? 
."llIDlm ntruO.e CdPl'ITbmdtvatmOltsIfd-, IN o:s.€El'norhETj\m 
tnurn:trcour. "'VtllmUtll tunm capt!lOtilpt ..," 60JPOlU1IV;s OZly . 
Uffm:p0llItnt,atm mbdbjlonc;rupillonn tn ..... V'},)r.1~lf cs.:tOO<b:iActliU. cs.:=bt~ "!!Ult1 
nnpmLfpfllIt. tjvc!MH1UJC ilbMmvd,ccnf. lU ~mcroboam fl~t! oarttgtmrt.'llftCrtllUf 
_u omheLfmtcda.mllcpt<mdlum quodmtl\l; Ileen ~d.J'llhCOorn dJrtl1dam rpilltDrrPtanf 
llbt dr. e villvdOtlllJcL :Rrtllldnrufcrcmm dtJ)vmCntOlncu tUtq' nuntml)Y': ,\(h~ 
ma dr. (\"ltondc:rc!Jqmltt d,~,gmtrl'cc·Sur It<' lUdtl.cs.:ttroboiir;rnrt:dmdmlmqm71tq 
gatr'l'd011111r1,comal",,:Pouu ,nslfdnl rdh trttryflou~'S"m ",pum~mmon lHd,mij'.-
nntabbncUc conftf\mt ml1lcof\lo:Vmrt"3" ='11'~tdol=~cnmm 11112'0 ac;poa:f'b., 
1!;(.dtCiftpUt1l tl. m:lo,gtrn; d,nthdCm· cs.:ue tefuMidmfcx:t:ro coSBtr"m;]>t'Ojntr qU9 
tnt>udldann CCtmrol\ltnv:'<tmvdnntbrl d5adof'C!.'I~loquUOlf dtdlcrnr)lrapvnlJt 
ralmf mOlalla lronmn. Gt;cWumllllTUTP' u:a:xiE linl1trtlno.. flUvliJ'.ntmnonttm· Cl:fncfi 
\lote mn.!l"n-dtCC1lf.(l),gtIDrcrdnvdndn Uof f01111UUlO1nr ::E<r.ntmnOIn tUl'f non delt 
mhdIf. et=t cumdclacu :ponnlnor 01° 501p0llf mm:mrF,;. fal,gmnU;\lldic.rtmtgT1o 
qutp'dmomr~Q1Drdfu= mnntmflt:;:' mnte tWprllUv.quyda tmlrouf llIt "H.me 
,\,dat= f\Inummomtttro anmn ro'Ilmr. concrmpro limularJmnii f"fubl=C deMe 
t:jXon:;:]laI1Ciiltl;omfh\\lnUUDlcrtrnydiii mf5ertcumpt1lphCCtl. da pt}Uf1<O mMon; 
dnntbtltr. tpltt:ll: OUnt ds U1ucnrm~:" pannfTtr,cconcqnilycca IiUunt lr:u;thrL pn; 
Ipfe~l>CrnIIn.llU'ffillUntm .f:lCltnfognn <t aptmr nOlnttto.rc· dm poulc.emc pofulmuc 
mllabtUn- tn<;1o ~mttrn1.:'CJ!!\Ubcrnulv mnpur rongutnc t=,d.mdomo hlnl Uln 
dilI1lhrlcm dc.toat lronam . t:xpl:'D,\lU dtCtln· Outof.ptmmomnp: CtlllftldU>,W 
6l PROP~\'. , - phdtrcum tnn:l"uunfui Mdcfcndtndum 
_ r.mg1l1nc nabOID-QUlf tr2rohd qu~ttrnr 
I'N nrrrPBO LOliVS,XO.IER.O tITllpOllfmrn1lpoltrrr.u;tqllCtC2'ilbrLarhab 
ttgtftrrt_\UDl trn:crmIClUv·ftCUCi!y{'touo. 
~m.!<q)(JTlteJr rllm Sr.1111rtrlgrrn.d1UI 
num l'rpxpttmt urndlCtlndt nm,gum11'tIl.U/lt 
mamnG momllnn domnm dCf)llI1l'cr;:!:Joe 
pall:o diii dO'dIqutllt tnutt\\QIT" Co~ne 
pocc louboa.qulttfuonC' compltbcnf1lfcft' 
ongmtffll,.fuftn =. = trCllttoa. dnJl1Y 
tepQ. ¢rdI,gtoncrupopulo t[lallCl.~,gntn:; . 
flUl,gutf nllbcrtb qui mloro c=. tr:zrnhd. 
fUaav.l'furuf mdomohlw FJmfmCl110lllD 
ICI'OboS~?pta'pcrti>m,redundnrururf!!ll11 fi 
m£1,mefuffiicft=tmdimpopuwm IfTl' 
pdt1lO1\Q nonan P11lJlhOJ:..pa:mir .. dlccnf· 
U omt11 Dumn 11Id .. mtfedt;' lethane rompn: 
hcnfl.\'-o\)ho~pnlltlil c{l-: qmn czctlllt\f fY':lU 
dn liUlIf tlrbo'Uj fub!tlOfldollf qupllml'.it 
Ctuf quam qn:n fC!jtfron fcrmurmmmnplii 




14? Initial to prologue to Minor Prophets, 
Wmchester Bible_ Winchester, Cathedral Library, 
MS 17, fo1. 197v. 
cttl11uutnufmcurn :e'\-nnlmc m-Ul: 
~ 
cfd~Uct IT Cdt ctrd.unbufj'( 
IN~IPll:rOhEl PR~ JI 
146. Initial to Joel, Winchester Bible. Winchester, 
Cathedral Library, MS 17, fo1. 200v. 
-' 
147. Initial to prologue to Haggai, Winchester Bible. 
Winchester, Cathedral Library, MS 17, fo1. 209v. 
148. Initial to prologue to Zechariah, Winchester 
Bible. Winchester, Cathedral Library, MS 17, fo1. 
210v. 
t' 
":':", ' .. ,.', . ".'" ' .' ' ',. '.', " PrP 
·~~~:~m~~~~:::~~~· 
149. Initial to Ecclesiastes, Winchester Bible. 
Winchester, Cathedral Library, MS 17, fo1. 268. 
150. Initial to Matthew, Winchester Bible. 
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nobtrquloommo tpft UtdUUTlV <t>mmtftn fut jl.Uli~ ptcna. \ 
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151. Initial to Luke, Winchester Bible. Winchester 
Cathedral Library, MS 17, fol. 392. ' 
152. Initial to John, Winchester Bible. Winchester, 
Cathedral Library, MS 17, fo1. 407. 153. Initial to I Peter, Winchester 
Bible. Winchester, Cathedral 
T ihr,;,nl M.O;;: 17 fnl 4.?7v 
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',\ntl1\Ulh,\'(: q~ I, \ 
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1,'l\tmit:&,Tj~-~lt\ron,' 'OO.f" 1, ·~;F it" ~~ 
'mametl1tilil:l0,b~'<t;fi0blfmn:l'em{ji 
cA,~ ib~fQUtm:gta,lt,tlllfc(tf3v 6:p~ 
~a;l1l00\~awe·!&,afiolH&ftll()'PaU1r lllUlTltil:t:tJ 
6ScattQu;;e;· 11 '~'i11Jlrufftlm UBldc,' 
locnf\Ull: qnl mUCxn dI.'Al{l1~ fwrambutanl',(',fm, 
:l,~rlr~d~ umto:m·.nClltJmand'aur1n 'C'l.CCftlm1 'apc\uT)" 
154. Initials to II John & III John, Winchester Bible. 
Winchester, Cathedral Library, MS 17, fol. 434. 
""'-:'N-' ~ 'v/~,~"~, . LV:S ~-n 
,J\P~xm 
t' ftqSY ' 
, ' . , SEtVYDV 
nnl,>lUm dg f(ilxtillDlf ' 
~ L "..i,;.nri ;;.I'"r,:..:O-... ~.umowu:i'·,\;.lU:UW 
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1) C,nlulnplta facramcnm quod m:. rCUMn 
E)( rUt Ik\i '}J!l~ (~ :~\"1;: ...1/ D \' 
JJ~ I~.-'cJ~ ~?rt~"roL 












155. Initial to I Timothy, Winchester Bible. 
Winchester, Cathedral Library, MS 17, fol. 456v. 
taUuu-vVtCUlatnttrnt.ej P C(l; qua~~ 
bulaIwnt ~dololcmtnufut:'nom auuu 
tloram.Lattbaventm1lltmbulanoc£do 
tot urt1t£onbulano dtquadav ~ 
: ataii t. dano\> flPyt1t~cibutanOe;/~uana 
falufhomtntS ~ 
.;"2 S 2 ? 7 • p !!! 
156. Marginal drawing in commentary on Psalm 114, Augustine 
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ftto IuiU ~IJ<J 
of ad b.eamu 
I 
uamtrffito' t qmnon91'CUUi.Qmfen 
quam ueLpomfi;. ueLpouur· ueLpOl:ttW! 
157. Initial to preface to commentary on Psalm 118, Augustine 
on the Psalms. Oxford, Bodleian Library, MS Bodley 270a, fol. 
70v . 
I . 
t l'--':.\'"' •• """", ... ;-Ji--· ...... -: .. -
dufatPCiiquatn qtt\d dJxl',r tc:-'hoca: -
~tt~ftdn1]~( Crl_,",-~;r __ .........-ra(ttpU!11 ttt\Uv et·£d 
ufl?gmmnof) dOtll1. o{ft1lI: dtlfutrouit 
(oflmptet-e:n tJo{fllm'1~/ 1{ tamconnadtnm 
~ntam uoknuf con . S n-m 0 d 
't«h-:.tntc~'7 pfatJrrunfto maptO 
titnte~ d11iSftdtl. d{w cotlfuundum 
tn1djXt!fro.&~ ponnndntutamt :mfq~conf(Clli' mmrntnfrmf,wfs 
:nfnD.~mplcm; tufuf AUi~nonfub :uru~ cmm. d m{ llW {1 diqUld J 
la rna it fum ob~ . amr·.Ictllf tttd'm p1 
ne;nol1mtconfunrt~ tndtntm e-th1U~ 
rrtttnl:"lttdma uta .~ 1lontm dtttf(1 
tlldh¢afttmontif ' poftnUn~~i1 
lUmdtrt.Q110 curro dy1{fwtllamfuatv3 
tam~onentmuolm ~ro111ltt1m m:uf~di.J)tntq;f#: l~ adnoFon~i 
mm: cum drun:afu In nonl'ontotr'lldl 
dttamtrd COLmmm. comun13cllnutbul ~~· q~~~~L ~~~: 
158. Initial t? sermon 12 of commentary on Psalm 
1 ~8, Augustme on the Psalms. Oxford, Bodleian 





1~~1 C- tabotabmfl' 
ftt our umluf pnouro{ Q 
6~fmpt:tmtt:aanabal 
159. Initial to commentary on Psalm 119 A . th PI' ugustme 
on e sa ms. Oxford, Bodleian Library MS 






Uldua, qut duo 11 
160. Initial to commentary on Psalm 128, Augustine 
on the Psalms. Oxford, Bodleian Library, MS 
Bodley 270a, fol. 132. 
161. Initial to commentary on Psalm 130, Augustine 
on the Psalms. Oxford, Bodleian Library, MS 





i t1~· wan:r ~ 
\ ~1ttCO cat\. tl 
• 
\ 
162. Initial to commentary on Psalm 137, Augustine 
on the Psalms. Oxford, Bodleian Library, MS 
Bodley 270a, fol. 160v. 
163. Initial to commentary on Psalm 139, Augustine 
on the Psalms. Oxford, Bodleian Library, MS 
Bodley 270a, fol. 170v. 
I:tlJUl,-.wn U,"",lU t'v"JNUV u c;"" r \;- ·/v-·· .. ~I 
potftm;. quammflnhom . 
dt Wldd: qmtpfidm utd~ Lcb~Gbt rot·Qma 
tlllUAiudO 
~t1'titWt 
c. c. /"r ~. 1 tlJlamf)OmttLt.:~p tt~ tml 
Ulamdt m:uttdani&'ptiQ 
:I .. , 'f U-I-um .• Ub,t tmFtt),. ~tJttlt'1iWV & uru 
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164. Initial to commentary on Psalm 140, Augustine 
on the Psalms. Oxford, Bodleian Library, MS 
Bodley 270a, foL 174v. 
o pl~~! 
( .... \ II TI (" \ l 
1tfi fuOlli 
()1caunl 
~.f-. I lf191-101> 
lnrrr-~ ' 
fSjifnun ~lluor(> 
165. Initial to Canticum gradium, Junius 
Psalter, Winchester, c. 925-50. Oxford, 
Bodleian Library, MS Junius 27, fol. 135v. 
h!~~CJ:V!l' v lu·~ ~rv,ii. J:. il 'lB le -R ,0 '1'1 
<t8 gVA.J~ 
lt6eIlum- 9U1 a.mfXL fa.p.un7m : 
c!e- ~~taruCD OTfl ClO uthl r o 
bCtUI9' mlnlsqtos recite- rttru '911o 
I 90lrq ess6lU celebTla.l1-t.~ anre tt:l1SuJl.ul 
l>ltt res=~ .ln911lbllT duces folfinrnrco..-c.es 
5 tCUQ esu- lnnn."Durcu:ce- cllil ' UbTntrreX ! - , 
ln~1Ia.c0nunaf Ul1f~01flClUm lns=rutml 
LlIlU111Iue- eu:uan na:qlln:o;mr U111 - fu- ak:1hlll' 
\:,\:tpCl- " {:'u lnDommlClf ulebj ln ~U1bJ fTW911 
Ft11U1Les rltll1-nn oTul ScOlUJ ' Resronfill 
D:urtii) ho~ ftrcih~ Lin, ufOI arUD ,Lql.0f9\ ( 
'0 i\DlhHn ~Slhe- , iu (; ul'9t10S 'ql.es 0]1CL-qon t!s 
111~"= utt&.TiJ,Ul11u{CulurCp amnll.ji .me- PVCUli 
166. Initial to Amalarius, De ecclesiasticis officiis, 
St. Augustine's Abbey, Canterbury, c . 950-75. 
Cambridge, Trinity College, MS B .11.2, fol. 4. 
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167. Initial to Proper for Easter, Mont St. Michel Sacramentary, Mont 
St. Michel, c.10S0- 106S. New York, Pierpont Morgan Library, 
M.641, fol. 76. 
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168. Initial to II Chronicles, Mont St. Michel Bible, 
Mont St. Michel, c.1070-1 095. Bordeaux, Bibl. 
Mun ., MS 1, fol. 140v. 
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169. Initial to Jerome's Letters, Citeaux, c.1120. 
Dijon, Bibl. Mun., MS 135, fol. 88v. 
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170. Initial to Book 15, Augustine, De Trinitate, 
Citeaux, c.1130-50. Dijon, Bibl. Mun., MS 141, 
fol. 165. 
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171 . Initial to II Timothy, Glossed Pauline 
Epistles, Florence, late twelfth century . 
Florence, Biblioteca Medieceo-Laurenziana, 
MS Plut, XXIII.5, fol. 154. 
172. Initial to Life of St. Martin, Weissenau Passional, 
Weissenau, c.1200. Geneva, Bibliotheca Bodmeriana, 
Cod. 127, fol. 244. 
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l73. Initial to Leviticus, Glossed Pentateuch of Herbert of Bosham, 





174. Crypt Capital, Christ Church, Canterbury, 
c.1120-30. 
175. Grotesque mask, southwest doorway capital, Kilpeck Church, 
Herefordshire, c. I130. 
176. Gold brooch of Postumus, 
258-67 A.D. British Museum, no. 2871. 
177. Initial to Joshua (detail), 
Bury Bible. Cambridge, Corpus 














178. Aedicula, Comedies of Terence, St. Albans, 
c.1145-55. Oxford: Bodleian Library, MS Auct 
F.2.13,fol. 3. 
179. Wind Rota, De Natura Rerum, Winchcombe, 
c.1120-30. London, British Library, MS Cotton 
Tiberius E.IV, fo1. 30. 
180. Miniature of Dunstanus Archiepiscopus, Christ Church, 
Canterbury, c.1120. London, British Library, MS Cotton Claudius 
A.III, fo1. 8. 
181. Moses instructing the Israelites, Miniature to the 
Book of Deuteronomy, Bury Bible, c.I13S. 
Cambridge, Corpus Christi College, MS 2, fo1. 94. 
i 82. The Betrayal and the Flagellation, Wi.n~hester 
Psalter, Winchester, c.11S0. London, Bntlsh 
Library, MS Cotton Nero crv, fol. 21. 183. Angel Locking the Damned in Hell, Winchester Psalter, Winchester, c.11S0. London, British 
Library, MS Cotton Nero C.IV, fol. 39. 
184. Purse Lid, Sutton Hoo Ship Burial, c.800. London, British 
Museum. 
185. Tarasque, third century A. D. hlusee Lapidaire, Avignon. 
186. Adam and Eve, Cloister Capital, 
Hyde Abbey, Winchester, c.1141. 
187. The Fall, Cloister Capital, 
Hyde Abbey, Winchester, c.1141. 
f. 
188. Doves, Reapers and Serpents, west portal of Leominster Priory 
Church, Herefordshire, c.1130. 
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189. Initial to Book 14, Josephus, Jewish Antiquities, Reading, 
c.1125-50. Glasgow, University Library, MS Hunter 4, fol. 136. 
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190. Initial to commentary on Psalm 41, 
Augustine on the Psalms, Lincoln, before 
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191. Initial to Prologue, Josephus, Jewish 
Antiquities, St. Albans, c.I130. London, British 
Library, MS Royal 13.D.VI, fol. 1. 
192. Jamb column, west door, Lincoln Cathedral, 
Lincolnshire, c.1140. 
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